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РКЕЕАСЕ 


The sculpture which forms the subject of this book 
1s sepulchral, and miniature. It was produced in Greek 
colonial Taras to decorate small funeral chapels. “These 
particular circumstances, however, should not be allowed 
to obscure its art historical importance. It documents 
a phase in the history of Greek sculpture which 15 other- 
wise practically unknown—the early Hellenistic period, 
covering the years 325-250 в.с. 

Despite its importance for the study of Italiote Greek 
art and of Hellenistic art in general, there has been no 
comprehensive study of the sculpture of Taras since 
before the Second World War. Іп the meantime, а 
number of sculptures have come to light in Taranto 
(modern Taras) which alter considerably previously 
held beliefs. Further, thanks to the careful recovery 
of the tomb contexts of the sculpture, and the model 
system of cataloging them begun by the Museo Nazio- 
nale of Taranto in the early 1950's it 1s now possible 
to know a great deal more about the sculptures: their 
“findspots,” the type of tomb in which they were found, 
the pottery context, and the associated architectural 
fragments of Ше chapels or naiskoi—ideally, all the 
data essential to reconstructing the architectural con- 
text of the sculpture and to dating it. 

This study relies heavily on its predecessors—the ex- 
cellent monographs of L. Bernabò-Brea, "I rilievi 
tarantini in pietra tenera," Rivisto dell Istituto di 
Archeologia e storia dell' arte, n.s., 1 (1952), which, 
though published much later, was complete in 1939; 
and Н. Klumbach, Tarentiner Grabkunst (Reutlingen, 
1937). “These are invaluable, if not essential, com- 
panions to the present volume. I have not duplicated 
their photographic documentation of the reliefs except 
where it was absolutely necessary to preserve the con- 
tinuity of the argument. Almost all of the reliefs have 
been re-studied, but I have concentrated on presenting 
new material. Concordance B at the end of the book 
relates photographs published elsewhere to the catalog 
numbers of the text. 

Entries for previously published sculptures іп the 
catalog contain a reference to these works (abbreviated 
as B-B and K) and other literature. For reasons of 
space, only the sculptures never before published have 
complete descriptions. 

A proper title for this book, one which would not 
risk misleading the reader looking for a general survey 
of Tarentine sculpture, would have to be “Local Lime- 
stone Funerary Sculpture from Taras in the Early 
Hellenistic Period." Even that would not describe 
specifically enough the contents. 

A number of the sculptures included by Bernabó- 
Brea have been omitted from this study. The principles 
guiding the selection have been (1) Tarentine prove- 
nance, on the basis of a “findspot” or on stylistic grounds. 
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Attribution of sculptures not found in Taranto is based 
largely on internal consistency. Stylistically they must 
belong to a group, some of whose members are of se- 
cure Tarentine provenance. А figured capital, for іп- 
stance, though found in the Tarentine colony of Her- 
akleia, was either made at Herakleia by Тагепіїпе 
craftsmen, or imported from the mother city and would 
in either case be considered Tarentine. Reliefs which, 
even though stylistically related, are from elsewhere in 
Apulia and clearly provincial have been excluded. (2) 
They are made from limestone and (3) are from a 
decorative architectural context. This includes reliefs, 
appliqué figures which would have been fitted to a back- 
ground in another material, acroteria, and figured 
capitals. It excludes figures in-the-round which may 
have been isolated grave markers and the approximately 
life-seized sculptures which were located inside the 
naiskoi. “These will be the subject of a separate study. 
(4) Finally, they all represent human subjects or come 
from contexts where human subjects were featured. 
This excludes the floral friezes and the heraldic animal 
reliefs, which the author will treat elsewhere. 

This selection has been dictated by the new approach 
employed here. Earlier studies have attempted to re- 
late Tarentine sculpture to sculpture elsewhere in the 
Greek world, with emphasis on the influence of the 
great masters of the fourth century B.c. I have made 
such comparisons only occasionally. Тһе core of this 
study is a detailed analysis of the sculptures and a 
division of them into twenty-one groups on the basis 
of style. “The groups defined contain the work of 
sculptors who, I believe, are closely enough related to 
have been contemporaries, if not collaborators. 

Те dates of a number of these stylistic groups have 
been established on the basis of the pottery found in 
the context (usually a tomb) of the sculptures. Thus, 
each entry in the catalog (Part III) has been ordered 
not only according to style, but also chronologically— 
within two principal stylistic divisions—the “Hellenis- 
tic" and the "Local" traditions. 

What should, then, emerge from the ordering ot the 
material is a picture of the development of sculptural 
style in Taras, which can be read directly from the 
catalog. Тһе first entries belong to the earliest groups 
of the “Hellenistic” tradition. Тһе last are the latest 
groups in the "Local" tradition. 

The book has been organized to illustrate this devel- 
opment. Part I attempts to prepare the reader for the 
sculpture of Taras with a brief consideration of the 
history of the city, of the topography of the necropolis 
and of the architecture—the distinctive Tarentine 
naiskoi—which the sculpture was made to decorate. 
The analysis of the subject matter of the sculpture is 
not in any way definitive, but 15 intended again to pro- 
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vide an additional framework for understanding the 
local character of Tarentine sculpture. 

Part II, a description of stylistic development, must 
be taken together with Part III, the catalog, which 
contains the stylistic analysis of the individual reliefs. 

The dating of the reliefs involves an analysis of the 
contextural material of the tomb with which the sculp- 
ture was associated, and has been relegated to the ap- 
pendix. It has been possible owing to limitations of 
space to document photographically the dating argu- 
ments of only five of the more important tombs. The 
inventory numbers of the Museo Nazionale of Taranto 
(Inv.), however, have been included in all cases, as well 
as the attributions of the pottery by Professors Trendall 
and Webster, followed by their names in parenthesis. 

Concordance A is intended to facilitate the use of the 
catalog and the plates by providing a cross-reference 
of catalog numbers and plate numbers. When a partic- 
ular point is illustrated in the introductory sections of 
the book with an example, it will be referred to by its 
catalog number in parenthesis. Concordance А will 
make it possible to learn the plate number without going 
to the text of the catalog. Ап index of subject matter, 
with examples designated by their catalog numbers, 
will be found at the end of the book. 

The frame of reference in this study has been deliber- 
ately limited in order to describe accurately and in de- 
tail this local production. No sculpture has been 
omitted from this study simply because it was ugly, or of 
poor workmanship. Some is of remarkably high quality, 
on a par with the refined production of metalwork, 
found in southern Italy. Some is indeed ugly but the 
best is more important considered as part of the whole, 
as one end of a spectrum representing the taste of the 
wealthy Tarentine. Little attempt has been made to 
evaluate the importance of the material in relation to 
developments outside of Taranto. Тһе evidence, how- 
ever, 1s here for others to use. 

One of the major problems of Hellenistic sculpture 
15 the question of the continuity in relief sculpture from 
the last great monuments of classical relief in the fourth 
century B.C. to the Frieze of the Great Altar of Perga- 
mon in the second century в.с., a period in which re- 
liefs аге virtually unknown, outside of Taras. Тһе 
weight of scholarly opinion has been in favor of the 
originality of the Great Altar. While the theory of 
continuity through the early Hellenistic period has been 
considered at best a working hypothesis, the discovery 
in 1958 of a group of reliefs from a great chamber 
tomb on Via Umbria in Taranto, securely dated in the 
early third century в.с., has provided evidence for a 
vigorous early baroque phase of third-century relief 
sculpture. Тһе Tarentine reliefs point the way to the 
more developed and mannered style of the Great Altar. 

Though it belongs to one place and time, the sculpture 
of Taras reveals much about the development of sculp- 
tural style in the Hellenistic period and, as well, the 
transformations which Greek forms underwent in the 
soil of Italy. Here also can be seen the beginnings of 


[TRANS. AMER. PHIL. SOC. 


tendencies which were further developed in the art of 
Etruria and Rome. Hellenistic art in Etruria will ap- 
pear to owe more than was previously suspected to 
Hellenistic art in Taras. Though the emphasis of the 
book is on questions of style, the sculptures provide a 
wealth of information, largely unexplored, on funerary 
iconography in Hellenized southern Italy in the fourth 
and third centuries в.с. On the private funerary chapels 
of Taras occurs a variety of mythological subjects, 
scenes of the Underworld, scenes of abduction, scenes 
of battle with references to historical events, which seem 
to foreshadow similar subjects in Roman Imperial art. 
The investigation of these relationships I leave to 
others, with the hope that they will find this book a 
useful and comprehensive reference. 

Much of the material included here has not been 
published before. Тһе book as it was conceived would 
not have been possible without the generous cooperation 
of the Soprintendenza alle Antichità of Taranto. I 
wish to thank especially Professor Attilio Stazio, the 
former Soprintendente, who in the fall of 1967 granted 
me permission to study, photograph, and publish the 
newly discovered and unpublished limestone sculptures 
and associated material in the National Museum of 
Taranto (the formal permission is contained in his 
reply of September 26, 1967, Protocol 3296, to the re- 
quest, Protocol 3271) and Dottoressa Elena Lattanzi, 
the Ispettrice, who facilitated this work with her 
enthusiasm and wide knowledge of Taranto and Apulia. 
Though the work was essentially complete by March, 
1968, Professor F. G. Lo Porto, who became Soprin- 
tendente in that year, kindly permitted me to continue 
my work on the sculptures which had been previously 
published. 

A number of museums in Europe and America have 
been hospitable and helpful: the Allard Pierson Mus- 
eum, Amsterdam; Museo Archeologico, Bari; Antiken- 
museum, Basel; Staatliche Museen, Berlin; British 
Museum; Metropolitan Museum; Museo Nazionale 
della Siritide, Policoro; Museo Civico, Trieste; the mu- 
seums of the Universities of Bonn, Catania, Heidelberg, 
and Tubingen. To the authorities of these museums 
and in particular to: Professor J. M. Hemelrijk, Dr. К. 
Stazio Pulinas, Dr. E. Berger, Dr. E. Rohde, Mr. D. E. 
L. Haynes, Dr. D. von Bothmer, Professor D. Adames- 
teanu, Dr. L. Ruaro Loseri, Dr. C. Grunwald, Pro- 
fessor С. Rizza, Professor К. Hampe, and Professor 
U. Hausmann, I am grateful for permission to study 
the Tarentine sculptures in their collections. For per- 
mission to include previously unpublished sculptures in 
this book I wish to thank especially, Professor Adames- 
teanu, Dr. Berger, Dr. Grunwald, and Mr. Haynes. I 
would not have known a number of Tarentine sculptures 
except for the kindness of Dr. H. A. Cahn, who pro- 
vided me with photographs and the opportunity to study 
at leisure those in his possession. 

The book began to take shape as a doctoral disserta- 
tion for Princeton University. Professor Erik Sjoqvist 
suggested it and guided it enthusiastically in the initial 
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stages despite serious illness. Professor Frank Brown 
supported my work in Italy, and Professor Evelyn 
Harrison saw the dissertation through the final revisions 
and its acceptance at Princeton. I could not have had 
better advisers or more constant encouragement. For 
examining the evidence for dating the tombs, and for 
extensive suggestions, I am grateful to Professor A. D. 
Trendall and the late Professor T. B. L. Webster. I 
should like to acknowledge the interest and advice on 
specific points of Professor Achille Adriani, the late 
Professor Giovanni Becatti, Professor Luigi Вегпаро- 
Brea, the late Professor Ranuccio Bianchi Bandinelli, 
Professors Peter von Blanckenhagen, Robert Green, R. 
Ross Holloway, Lucy Shoe Meritt, Paolo Moreno, 
Sheldon Nodelman, the late Gisela M. A. Richter, Doc- 
tor Margot Schmidt, Professor Homer Thompson, Dr. 
Malcolm Bell, and Mrs. Ariel Herrmann. 

In transforming the dissertation from its original, 
experimental format to one more readily usable for 
scholars, I owe much to the criticisms and suggestions 
of Professor T. Leslie Shear and the late Professor 
Otto Brendel who were on the doctoral examining 
committee, and to Professor А. J. Hanson of Princeton. 
My greatest debt here is to Professor Harrison, and 
Professor Brunilde Ridgway of Bryn Mawr, who read 
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two revisions of Ше manuscript, each time with valuable 
suggestions. 

The American Academy in Rome sheltered me from 
1967 to 1971. All stages of this work were lightened 
and enlivened by the staff and by my colleagues there. 
To them all, and especially to Professor Brown, to the 
Secretary, Principessa Margherita Rospigliosi, and the 
Librarian Mrs. Inez Longobardi, to her assistants, 
Lucilla Marino and Enrico Imperatore, my gratitude 
for making these years so enjoyable and fulfilling. 

This study has been supported financially by the 
Fulbright Commission, which gave me two years in 
Rome, 1967 to 1969; by the American Academy in 
Rome, whose A. W. Van Buren Fellowship in Classical 
Archaeology I held from 1969 to 1971; by Princeton 
University and the Spears Fund; by the Penrose 
Fund of the American Philosophical Society; and by 
the University of Texas at Austin in the form of a 
Research Grant. 

For bringing order out of the chaos of a rough draft 
and for typing the final manuscript, I wish to thank 
Carolyn Marsh of New York City and Marion Howse 
of London. 
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PART I. TARAS 


A. INTRODUCTION TO THE HISTORY 
AND TOPOGRAPHY 


HISTORY 


The history of Taras begins in the late eighth century 
в.С., in the early years of the colonizing movement of 
Greeks which transformed southern Italy and Sicily. 
Obscurity shrouds this period, but accounts of the 
founding are remarkably unanimous about the date 
of the event, 706 B.c., and the Laconian origin of the 
earliest colonists. Recent excavations have confirmed 
the substance of the legendary-historical tradition.* 


1 According to the ancient sources, Delphi told the legendary 
founder to colonize Satyrion and the rich land of Taras, and to 
be a trial to the barbarians. Bérard, рр. 162 ff, р. 163 n.l. 
Excavation at Porto Saturo the modern Satyrion has ге- 
vealed a stratum of Laconian, Argive and proto-Corinthian 
potsherds coeval with those of the earliest settlement at Taras. 
Е. С. Lo Porto “Satyrion,” NSc 1964: pp. 177 ff. At Taras 
itself in a recent excavation at San Domenico, Laconian geo- 
metric sherds have been found which confirm traditional date 
and origin of the first settlement. Lo Porto, Atti 10 Convegno, 


by Perikles, culminated in the founding, in 433/32 B.C. 
of the Tarentine colony, Herakleia (Policoro). To this 
period also dates the great eastern wall of Taras.? 
The events of the last half of the fifth century had 
serious consequences for the artistic development of 
Taras. 'The art of the Archaic and Early Classical 
periods showed the strong imprint of Greek centers to 
the east, when it was not imported directly. Besides 
the Dorian, a strong current of Ionian influence was 
felt, especially in the terra cottas.? Though there was 


p. 357 ff. Apparently Satyrion was a temporary stopping place 
for the colonists. Тһе pre-Greek inhabitants appear to have 
left it hurriedly. For a comprehensive recent survey of 
Tarentine history see Moretti, Atti 10 Convegno, рр. 21 ff. 

2 Wuilleumier, pp. 43 f., 659, 176. Moretti, Atti 10 Convegno, 
pp. 34 ff. 

3 P. Pelagatti, "La ceramica laconica del Museo di Taranto," 
AS Atene 33 (1955) : pp. 7-44. 

* Pottery from cemeteries of settlements in the countryside 
around Taras reveal that in the sixth century В.С. an arc of 
Hellenized towns not more than twenty kilometers distant, 
came to form a protective buffer around the city. The perime- 
ter they defined, it seems, stayed constant throughout the city’s. 
history. Degrassi, Atti 1 Convegno, р. 228 ff. 

5 Lo Porto, Atti 10 Convegno, р. 364. 

6 Higgins, Atti 10 Convegno, pp. 268 Я. 
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originality and high quality in bronze and marble sculp- 
ture,’ it is difficult to define a unique Tarentine style. 
Attic imports and influence are pervasive in the second 
half of the sixth, and the first half of the fifth century. 
Then suddenly these appear to have ceased or been 
drastically curtailed as a result, undoubtedly, of the 
Peloponnesian War. Attic red-figured pottery по 
longer appears in Tarentine tombs in the late fifth 
century. “Tarentine painters, toreutic artists and sculp- 
tors are now free to develop their own art. Тһе Pro- 
toitaliote style in vase painting which originated prob- 
ably at Taras and Herakleia was close to the Attic at 
first, but did not remain so for long. Though Attic 
and other influence from the eastern Greek world were 
felt again іп the fourth and third centuries, it was not 
with the same force. Тһе originality of South Italian 
art was indisputably established. 

At the death of the tyrant Dionysios in 367 B.C. 
Taras remained the only of the great cities of Southern 
Italy free of the yoke of Syracuse. Tarentine power 
on the rise, reached its zenith late in the first half of 
the fourth century B.c. under the brilliant leadership of 
Archytas, statesman, mathematician, philosopher, 
musician, and friend and host of Plato. His program 
of austerity brought internal harmony to the city, while 
his foreign policy, clearly expansionist, aimed at making 
her the leading city of Magna Grecia. Herakleia be- 
came the capital and Taras with her famous cavalry, 
the hegemon of the Italiote League of Greek cities 
formed to oppose the menace of the Lucanians.!! 

Her political power was great, but Taras’s cul- 
tural and economic influence was proportionately much 
greater. It radiated through Apulia and Lucania.’ The 
great period of Apulian vase painting, of the Ornate 
Style begins now, and though it is still not clear to what 
extent Taras herself continued as a center of vase pro- 
duction, the impress of her art 15 clear, at Ruvo and 
Canosa to the north, and farther afield. "Though the 
barbarians maintained a militant independence politically 
even their fortifications, like those of the Messapian 


7 The outstanding examples аге the marble figure of Perse- 
phone seated on her throne in Berlin. Herdejurgen, Thronende 
Góttin, p. 30 believes it to be local work. The recently dis- 
covered bronze Poseidon of Ugento (Hermann, pp. 293 ff., figs. 
43-46) is also attributed to а Tarentine artist by Langlotz, Ætti 
10 Convegno, p. 223. 

8 Degrassi, Atti 1 Convegno, p. 232. 

9 ТгепбаП, Ані 10 Convegno, pp. 249 ff. N. Degrassi, 
*Meisterwerke frühitaliotischer Vasenmalerei aus einem Grab 
in Policoro,” Herakletastudien II, RM Suppl. 11 (1967): pp. 
193 ff. 

10 Langlotz, Atti 10 Convegno, р. 224 sees a strong individu- 
ality in sculpture in the early classical period in Magna Grecia 
and Sicily. This is easier to establish for some sites, especially 
in Sicily, than it is for Taras. 'The number of contradictory 
theories on the origin of the seated Persephone is indicative. 
Cf. Herdejürgen, Thronende Göttin, pp. 16 ff. 

11 Оп Archytas, see Wuilleumier, pp. 67 ff. M. Giganti, “La 
cultura a Taranto," Atti 10 Convegno, pp. 69 ff. 

12 Cf. Е. С. Lo Porto, “Civilta indigena e penetrazione greca 
nella Lucania orientale" MontAnt 48 (1973). 
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town of Manduria attest to the pervasiveness of Greek 
influence. 

The middle of the fourth century в.с. witnessed a 
significant change in the fortunes of the western Greek 
colonies. While material prosperity and population was 
never greater—Taras rivaled Athens in size in this 
period—strong leadership disappeared, in the face of a 
growing threat from the barbarians. The city was 
beset by those internal problems which the policy of 
Archytas had attempted to eliminate, conflict between 
the classes and softness. Тһе citizens of Taras рге- 
ferred, as Pyrrhos observed, to go to the baths and let 
others go to war for them.'? In response to the bar- 
barian they sent to the mother city for help. Foreign 
commanders came, in the second half of the fourth and 
first half of the third centuries в.с., and they dominated 
Tarentine foreign policy. Тһе first of these was Archi- 
damos of Sparta who died unsuccessful, fighting under 
the walls of Manduria, in 338 в.с. 14 His successors, 
Alexander the Molossian (ca. 335 в.с.) and Cleonymos 
of Sparta (ca. 302 в.с.) were personally ambitious and 
did little good for Taras. То the north the growing 
power of Rome was expanding into Campania and meet- 
ing the determined resistance of the Samnites and 
their Gaullic allies in the interior. In 327 в.с. came the 
first of a series of ever more serious clashes between 
Taras, who intervened in the cause of Neapolis, and 
the armies of Rome and her allies. The thrust of Rome 
was economic as well as military and there are signs 
of fierce competition for the rich markets of Campania. 
Taras was on the defensive, and Roman intentions be- 
came clear after the treaty with Carthage in 306 в.с. 15 
During this period the city endured mercenary garrisons 
quartered in the city, but also benefited from more 
direct contacts with the Greek world. Tarentine trade 
contacts and artistic influence reached Etruria, Ерігов, 
and as far away as south Russia and Egypt.'$ Cul- 
turally, despite the problems, the city did more than 
merely keep up appearances. She commissioned two 
colossal sculptures by Lysippos.!” His dynamically 
balanced Zeus for Taras was rivaled in size only by the 
Colossos of Rhodes, and Taras could claim Leonidas, 


13 Plutarch, Pyrrhos, 16. 

1* About this time a variety of native warriors begin to ap- 
pear with frequency in Italiote vase-painting. Cf. Trendall, 
Indigent, passim. 

15 For the Roman conquest of Southern Italy see the sum- 
mary, P. Levéque, “Problémes historiques de l'époque hellénis- 
tique en Grande-Grèce,” Аш 9 Convegno, рр. 29 ff. 

16 Etruria: E. Richardson The Etruscans (Chicago, 1964), 
р. 143 f., also Hanfmann, “Etruscan Reliefs,” pp. 45-57. Epiros: 
D. Zancani, “Monumenti e riflessi di arte italiota in Epiro,” 
Rend Linc, 1926: рр. 173-198. South Russia: Adriani, р. 87, 
Contra, Lullies, p. 83 ff. Egypt: Adriani, р. 87 f. Cf., В. Segall, 
"Alexandria und Tarent. Eine tarentinische Fundgruppe des 
frühen Hellenismus," AA 80 (1965) : cols. 552-588. 

17 P, Moreno, Atti 9 Convegno, р. 139. Cf. also P. Moreno, 
Testimomanze per la teoria artistica di Lisippo (Treviso, 1975), 
and Lisippo (Bari, 1975) which came to the author's attention 
only after this book had gone into proof. 


VOL. 65, РТ. 7, 1975] 


perhaps Ше foremost lyric poet of the early Hellenistic 
age. 

It was against the background of battles waged by 
foreign generals, of diminishing Tarentine prestige and 
power, that the sculpture which is the subject of this 
book was produced. The grave monuments in the form 
of naiskoi which it decorated are proof of the wealth 
and ostentation of the citizens of this time. “They аге 
highly visible signs of the changing moral and spiritual 
climate іп Magna Grecia in the second half of the 
fourth century B.C. 

As the Roman threat grew, Taras found its interests 
coincided more often with those of the barbarian. When 
Rome intervened at Thourioi in 282 в.с. and broke an 
agreement, not to sail past the Temple of Hera Lacinia 
into the Tarentine Gulf, the democratic faction in Taras 
voted to summon Pyrrhos of Epiros, and made an alli- 
ance with the Lucanians. 

The last of the condottieri and the best general, 
Pyrrhos won two costly victories over the Romans, at 
Herakleia in 280 в.с. and Asculum in 279. Ніз vast 
plans of Hellenistic empire in Southern Italy and Sicily 
failed and he withdrew in 275 в.с. to Epiros, leaving 
Taras with a sizable, but insufficient garrison, to her 
fate." “The Pyrrhos episode was, finally, а decisive 
victory for Rome. The aristocratic faction forced a 
treaty which severely limited Taras's independence. 
Migrations of Tarentines became more frequent.? Ап 
artistic decline is apparent also. Few if any sculptures 
were made after this date, vase production falls off, 
though handsome terra cottas continue to be found in 
Tarentine tombs.?? 

The fifty years of the city's history from Pyrrhos to 
Hannibal are nearly as obscure as the early years. The 
foundation of the Latin colony of Brundisium in 244 в.с. 
with its enlarged harbor facilities must have hurt Taras 
economically. The illustrious Tarentine coinage ceased. 
In 213 democratic elements in Taras, in a final act of 
brave defiance, opened the city to Hannibal. Recaptured 
by the Romans in 209 в.с., she was sacked, the popula- 
tion sold into slavery, and her treasures which rivaled 
those of Syracuse—all, says Livy, but the “angry gods" 
—carried off to Rome.” 


TOPOGRAPHY 


A description of the sculptures of Taras would not 
be complete without some mention of their topographi- 
cal setting—the necropolis. Because of a unique cir- 
cumstance, this must involve also a discussion of the 
topography of the eastern part of the city as well, for 
the city of the dead, unlike that of most ancient cities, 
at Taras, was inside the walls with the living. 

The subject of Tarentine topography is full of com- 
plex questions, for which no answers will be attempted 


18 P. Levêque, Pyrrhos (Paris, 1957) р. 532 f., р. 533 п. 1. 
19 Moretti, Atit 10 Convegno, pp. 53 Я. 

20 Higgins, Atti 10 Convegno, pp. 273 Я. 

21 Livy 27, 16, 8. 
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here. Research by the Soprintendenza alle Antichità 
della Puglia, in progress, promises to resolve many of 
the problems in a definitive way. А preliminary report 
has announced one result of fundamental importance: 
Taras had an orthogonal plan, whose dimensions have 
been determined.? The object of this brief section 
will be, on the basis of new information about the loca- 
tion of the naiskoi which the sculpture decorated, to 
relate the monumental necropolis of the early Hellenis- 
tic period to the other prominent features of the city 
plan—the walls, streets, public buildings, and residential 
areas. 

Knowledge of the plan of Taras 15 based on a com- 
bination of ancient literary testimony and limited arch- 
aeological investigation. The historians Polybios (Book 
8, 25 ff.) and Livy (Books 25, 8 ff.; 27, 15 ff.) who 
describe the city in wartime are the principal literary 
sources, From them it is clear that the acropolis com- 
manded the entrance to the port. Тһе end of the pe- 
ninsula is a site important enough always to have been 
inhabited and recent investigations have revealed La- 
conian geometric pottery contemporary with the tradi- 
tional foundation date. ? “The paving stones of the 
densely packed Città Vecchia have only occasionally 
in recent years been lifted for a glimpse of the acropolis 
beneath. Just below the acropolis to the east, in an 
area now occupied by the modern navigation canal, 
began the agora where the Zeus of Lysippos stood. 
some traces of the agora have been noted under the 
Giardino Pubblico, where excavation has likewise been 
very limited.?* 


PUBLIC BUILDINGS 


Ancient writers noted the existence of temples, 
theaters and baths, but attempts to locate them have so 


far been unsuccessful. Ironically, the only buildings to 


have left significant traces, two temples, are not identi- 
fied by the sources. The massive archaic Doric columns 
which stand in the “Old City” in the courtyard of the 
Congrega della Trinità (see map) belonged, to judge 
by the votive deposits, to a temple of Persephone.?5 
The other is a recently discovered temple, apparently 
of the fifth century B.c. which occupied the western 
end of the acropolis.” Discoveries of votive deposits of 
terra cottas have indicated the probable locations of 
cults of Dionysos-Hades (7), Persephone, the Dio- 
skouroi, Apollo, and Apollo Hyacinthos, but only in 
the case of Apollo could the votives be associated with 


22 Lo Porto, Atti 10 Convegno, pp. 366 ff., pls. 59-64. 

23 Cf. п. 1. 

24 Wuilleumier, pp. 239 ff. Lo Porto, Atti 10 Convegno, pp. 
358 ff; Martin, Atti 10 Convegno, pp. 321 ff. Wuilleumier, pp. 
246 ff. discusses the probable positions of the buildings men- 
tioned in ancient texts. 

25 Stazio, Atti 6 Convegno, pp. 293 ff. Martin, Atti 10 Con- 
vegno, pp. 315 ff. 

26 Lo Porto, Atti 10 Convegno, p. 376. 
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a structure. АЙ of the deposits аге іп the lower city 
except for Apollo Hyacinthos, which is outside the 
eastern wall in the area known as Masseria Carmine. 
The sanctuary of Dionysos-Hades (?) would have been 
in an area of tombs of the Archaic and Classical period,?? 
the sanctuary of Apollo on the south side of the lower 
city, on the edge of the necropolis of the Classical period 
in Contrada Corti Vecchie, while that of Persephone, 
in Pizzone to the north, was іп an area of Hellenistic 
tombs. 


WALLS 


The existence of walls was noted by Zonaras, a 
twelth-century А.р. Byzantine scholar. Не records that 


27 Wuilleumier, p. 247 f. Stazio, Atti 4 Convegno, pp. 155 ff. 

28 In the early publications finds were reported as coming 
from this or that fondo (a small land holding), contrada (a 
larger land holding), masseria (a plantation), or simply рго- 
prieta and the cognomen of the owner. The custom persisted, 
but "finds" today are, however, officially designated by their 
position of the grid plan of the modern Taranto. Thus the 
tombs listed in the appendix, containing fragments of naiskoi, 
are identified by the year of discovery, the street name, and 
the number of the tomb on the street. The map attempts to re- 
late the old and new systems. 

29 'The approximate locations of the necropolis of the Archaic, 
Classical, Hellenistic, and Roman periods can be determined 
from the published tombs. For the Archaic necropolis: Lo 
Porto, “Ceramica arcaica,” pp. 7-230; Е. С. Lo Porto, "Recenti 
scoperte di tombe arcaiche in Taranto," BdA 46 (1961): pp. 
268-282. Е. С. Lo Porto, “Тотһе arcaiche tarentine con 
terracotte ioniche.” BdA 47 (1962): рр. 153-170. Lo Porto, 
“А ен tarantini,” рр. 41 Я. For the classical and Hellenistic 
necropolis: Viola, pp. 415ff, В. Bartoccini, рр. 107-232; C. 
Drago, "Taranto," pp. 314—354; Neutsch, cols. 198-248; Her- 
mann, pp. 284-292. Тһе author is indebted to Signor A. Campi, 
assistant in the Museum at Taranto for over thirty years for 
sharing his expert knowledge of the topography of Taras. The 
sanctuary of Dionysos-Hades (?), cf. catalog, note 33, with 
votives dating from the sixth to third centuries B.c. would 
have been located in an area of intensive burying, in use from 
the Archaic to Hellenistic times. See Stazio, АШ 4 Con- 
vegno, pp. 156 ff. Тһе cult place of the Dioskouroi would have 
been found in the Archaic cemetery of Contrada Montedoro. 
The terra-cotta votive plaques of the Dioskouroi date from the 
fourth to the second centuries B.C., cf. E. Petersen, “Dioskuren 
in Tarent, RM 15 (1900): pp. 3 Я. 


Number Name of Tomb 
(1) 39-25 Nettuno 
(2) 39-Chamber Tomb 50, Leonida 
(3) 54-14 Umbria 
(4) 54-16 Umbria 
(5) 55-3 Dante 
(6) 55-Well 142, Piazzale Sardegna 
(7) 55-12 Umbria 
(8) 55-16 Umbria 
(9) 55- Area, Piazzale Sardegna 
(10) 56-Well, Piazza Acanfora 
(11) 56-Well 1, Crispi 
(12) 56-3 Giovane 
(13) 56-1 Umbria 
(14) 56-Chamber Tomb, Di Bello Property 
(15) 58-22 Umbria 
(16) 58-Chamber Tomb 23, Umbria 


(17) 58-26 Umbria 


[TRANS. AMER. PHIL. SOC. 


the Tarentines, wishing peace with the Romans after 
Pyrrhos's withdrawal, had their walls destroyed. П 
this is right, then the walls were soon rebuilt. Тһе 
historian, Polybios, writing in the late second century 
в.С., describes them іп greater detail, as they are central 
to his theme, the capture of the city by Hannibal in 213 
B.C. and his subsequent siege of the Roman-held acrop- 
olis. His is the most important literary evidence for 
Tarentine topography. Livy recounts the same events 
but in addition, the lifting of the Carthaginian siege by 
Fabius, concluding with the betrayal of the city to 
Fabius in 209 в.с. 11 is clear from these accounts 
that a wall divided the acropolis and the lower city, and 
that the three remaining sides of the lower city were 
also enclosed. A single gate led to the acropolis, while 
in the eastern wall of the lower city there were at least 
two gates. Тһе Temenid gate led to the Tomb of 
Apollo Hyacinthos.?* As Hannibal approached the city 
under cover of night he set a signal fire on the Tomb 
which was answered by the conspirators in the city. The 
traitor Philomenos entered by another gate. 
Archaeological investigation has clarified the outline 
of the outer walls of the lower city with considerable 
precision. Тһе substantial traces of it on Ше north and 
east, known in the 1880's, have unfortunately been 
destroyed by building. Тһе position of the eastern wall 
has been substantiated by recent excavations. A long 
stretch of it, between Corso Italia and Corso Emilia, 
was visible to the curious public in the autumn of 
1968. It consists of even courses of carefully squared 


80 Wuilleumier, р. 139. 

31 The position of the Temenid Gate is disputed. If, follow- 
ing a local tradition, the Tomb of Apollo Hyacinthos is placed 
on the Erto di Cicalone, then the Temenid gate would be 
located in the northern half of the eastern wall. "This 15 the 
position adopted by Lo Porto, Atti 10 Convegno, р. 372. И, 
on the other hand, Stazio, Att: 4 Convegno, рр. 158 ff., is cor- 
rect in identifying the votive deposit found in Masseria Carmine 
in 1950 with Apollo Hyacinthos, then the Temenid gate should 
be to the south. Actual traces of one gate, and perhaps of a 
second have been found, Lo Porto, ibid., p. 372, who identifies 
the first as the Temenid, the second gate, as the one used by 
the traitor Philomenos. 





(18) 58-3 Bellini (Maturi) 

(19) 58-6 Bellini ( Maturi) 

(20) 58-8 Bellini (Maturi) 

(21) 58-11 Dante 

(22) 58-Chamber Tomb 3, Vaccarella 
(23) 58-Chamber Tomb, Tirrenia 
(24) 59-Chamber Tomb 1, Umbria 
(25) 59- Area, Argentina 

(26) 60-9 Piemonte 

(27) 60-Cistern, Toscana 

(28) 61-Well 1, Marche 

(29) 61-17 Maturi 

(30) 61-18 Maturi 

(31) 62-2 Messapia 

(32) 63-2B Icco 

(33) 64-2 Plateia 

(34) 64-1 Marche 

(35) 66-3 Romagna 

(36) 69-de Carolis 
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masonry. Another stretch, running nearly parallel to 
Via Lazio, was uncovered some time before. Both 
these stretches of wall are indicated on the map by a 
thick line. 


STREETS 


Hannibal advanced from the Temenid gate to the 
agora by a Deep Street (Batheia). This traversed the 
eastern part of the city between the walls and the first 
houses. Once inside the city he proceeded by a broad 
street (plateia) which “leads up" from Deep Street. 
In the agora he awaited Philomenos and his force who 
must also have come by major thoroughfares. Пеер 
Street and another known as Savior (Sotetra) Street 
have been located near the north and south sides of the 
lower city, at its western end. “This was so, since the 
defensive wall which Hannibal built for his subsequent 
siege of the citadel, is said to have run between them. 
The wide street which he used to haul the Tarentine 
fleet from the harbor to the gulf to assist his siege, 
would have intersected these major streets. Livy states, 
further, that level wide streets led out in all directions 
through the city.* Precisely where these streets lay 
has been the subject of much scholarly conjecture. Lo 
Porto's orthogonal street plan has put, hopefully, an 
end to this, and it has provided another solution to the 
vexed problem of Hannibal's route from the Temenid 
gate to the agora. His plan is based on the evidence 


32 Lo Porto, Atti 10 Convegno, pp. 362 ff. Cf. also, Viola, pp. 
376 ft. 

33 Polybios, 8, 29. 

34 [ ivy, 25, 11, 16. 

35 A number of explanations of Hannibal's route have been 
recorded. Zancani-Montuoro, p. 165, and earlier L. Viola and 
A. J. Evans, placed the Temenid Gate to the north. Deep Street 
was believed to run from the Temenid Gate across the deserted 
eastern part of the city, at a level below the surrounding terrain. 
Once inside the built up part of the city it rose up to become 
Broad Street. Deep Street and Savior Street were thought to 
flank the north and south sides of the city respectively. Stazio's 
theory (cf. note 31) would place Deep Street on the southern 
side of the city. Lo Porto, Atti 10 Convegno, pp. 367 ff., pl. 
61, argues Deep Street, Broad Street, and Savior Street should 
be identified with three major east-west streets on the grid. He 
places the Temenid Gate to the north. Deep Street, then, accord- 
ing to his reconstruction, would have delimited the agora, on 
the north, Savior Street, on the south, and Broad Street would 
have run from the Temenid Gate to the center of the agora. 
Traces of an ancient road in line with his Temenid Gate came 
to light in 1961-1962. Hannibal would have entered Taras and 
immediately turned off Broad Street, to approach by Пеер 
Street, in order to conceal his troops. Не then returned to 
Broad Street once inside the city. Martin, Atti 10 Convegno, 
р. 326 f., suggests that plateia is a generic term, not used to 
name a street, but to differentiate a major thoroughfare from 
the numerous stenopot, or narrow streets. Broad streets in 
orthogonal town plans, as at Metaponto, both parallel the 
stenopot and cut across them at right angles. Thus the broad 
street which Hannibal used may have led up at a right angle 
from Deep Street to the agora. “This would be impossible if 
Lo Porto's reconstruction is accurate. Аз yet no explanation 
of Hannibal's movement is completely convincing. 
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of the alignment of tombs of various periods and on the 
discoveries of traces of the ancient streets. 


NECROPOLIS 


Polybius interrupts his description of the betrayal of 
the city to remark briefly on the area which lay between 
the Temenid gate and the first houses. “Ког all the 
eastern part of Taras is full of tombs," he says, "since 
their dead are still buried within the walls." 39 

Polybios, in all probability a visitor to Taras, may 
have seen at least some of the naiskoi of the early 
Hellenistic necropolis which would have survived the 
destruction of 275 в.с. and the sack of the city by 
Fabius in 209 в.с. A strange vision it must have been 
to him. Тһе street plan, a uniform grid, all the way 
to the walls it would seem, at a certain point ceased to 
be filled with houses, and in their place many richly 
sculptured, brightly painted little temples, amidst the 
other grave markers. 

Polybios aside raises a number of questions about 
the plan and appearance of the Hellenistic necropolis. 
He implies that the tombs were all together in the 
deserted eastern part of the city. What happened to 
the earlier naiskoi as the city expanded to the east? 
He gives the impression that the whole area was 
blanketed with tombs. Were not some areas preferred 
to others? 

Some idea of the relation of the naiskoi to the walls, 
streets, and by inference to the houses, can be obtained 
by plotting the findspots of the sculptures and elements 
of naiskoi discovered since 1954 on the map of the city. 
This is possible thanks to the careful records of all 
finds kept by the Soprintendenza.?' The circles on Ше 
map of Modern Taranto contain a number, which 15 the 
numerical designation on the tomb, or other context, 
of the naiskos material described in the appendix. The 
dates of these contexts can be found in table 1. 

The naiskoi, it appears, occupied the eastern part 
of the city, but do not reach the eastern wall, as Poly- 
bios implies. In fact they stop far from 1.38 Was 


36 Polybios, 8, 28. Polybios attributes the strange practice to 
an oracle. See Oehler, col. 2312, Martin, Atti 10 Convegno, р. 
324; G. Gullini, Atti 10 Convegno, p. 407. 

37 Besides accurate records of the excavation, of the contents 
tombs, wells, еіс., the Giornale degli Scavi, since 1954, gives 
the location of the “find” with respect to the street plan of 
Taranto. 

In the years 1954-1967, thirty-four excavations produced 
sculpture from naiskoi. Many оі these were rescue operations 
undertaken as new construction in the eastern part of city 
cut through ancient contexts. They follow the contractors's 
movements east and can be said to be a fairly random sampling 
of the Hellenistic necropolis. 

38 Of the recorded excavations which produced sculptured ele- 
ments of naiskoi the nearest to the wall, Tomb 26 (the designa- 
tion in the appendix) is still 300 meters distant. “There are 
a large number of tombs of the Hellenistic period near the 
walls, in Contrada Vaccarella, Masseria Carmine to the south, 
in Contrada Lupoli and Punta Pizzone to the north, but these 
did not have naiskoi over them. 
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Polybios referring to other tombs of a later date? The 
majority of naiskoi cluster in an area in Contrada Vac- 
carella, near the intersection of Via Umbria and Via 
Toscana, but a number of the sculptures discovered be- 
fore 1954 were reported to come from the area of Con- 
trada Santa Lucia and the Arsenale.? Apparently there 
were two nuclei for the monumental necropolis. Most of 
the sculptures from this northern center have been dated 
before 300 в.с. “This would indicate the area was in 
use at least as early as the southern, but was prevented 
irom expanding later, perhaps by new housing. 

The naiskoi can also be seen to cluster along axes. 
The best defined axis follows a line that leads up from 
the Mar Grande along Via Umbria, at an angle parallel 
to the wall. It bends sharply at about the point cor- 
responding to that at which the city wall changes direc- 
tion, and continues up to the Mar Piccolo following 
Via Maturi. The tombs along this line аге about 
equally divided between those of the pre- and post-300 
B.c. date. The intense activity over a wide span of time 
would suggest that the line corresponds to a major 
transverse route defining the center of the monumental 
necropolis. 


Approximately parallel to the present Corso Pie- 
monte is a major east-west axis. If the monuments 
along it lined a road, clearly it was an important one, 
perhaps leading out of the city to the south. Within 
the major concentration of tombs running north-south, 
a secondary east-west axis is discernible along the pres- 
ent Via Messapia. It followed a road leaving the city 
at about the point where the wall takes its sharp turn 
to the north. The gate that entered the city at this 
point has been identified as the one used by Philomenos 
and the Tarentine youths. Parallel to it 1s apparently 
another axis following Via Dante. To the north, just 
one naiskos, on Via Plateia, might have lined a road 
leading out of the city by the gate thought to be the 
Temenid Gate used by Hannibal. АП the axes cor- 
respond to streets on the newly discovered street grid.*? 


39 Bernabó-Brea, Passim, gives the available information about 
the “findspots” of the sculpture in the footnotes. А large num- 
ber are thought to be from the Arsenale. Degrassi, EAA 7: 
p. 610, believes that naiskoi covered at least some of the tombs 
in the great complex of chamber tombs linking the present Via 
Crispi and Via Leonida. Тһе division of Ше necropolis into 
distinct centers was a feature of Агсһаіс and Classical periods 
as well. 

40 Lo Porto, “Atleti tarantini," pp. 41-42, believes that Taras 
had an orthogonal plan in the sixth century в.с. and that the 
fifth-century plan overlay it. In both periods tombs lined the 
main thoroughfares, Lo Porto, Atti 10 Convegno, pp. 368, 380. 
It would be natural for the mainroad leading in from the 
Temenid Gate to have been the most crowded with tombs. ОЇ 
the thirty-six naiskos contexts studied in the appendix, and 
plotted in the map, only one is along the line of the street 
which leads from the gate Lo Porto identifies as the Temenid 
to the agora. The half-dozen naiskoi which define an east-west 
axis along Corso Piemonte or Lo Porto's "Fourth Avenue" 
(numbering from Mar Grande to the north) would have lined a 
principal thoroughfare, perhaps leaving the city by a gate which 
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The layout of the naiskoi іп Taras, thus, appears to 
follow a deliberate plan, dictated by the geometry of 
the city's orthogonal plan. Тһе naiskoi lined the major 
thoroughfares, especially, to be seen and admired, as 
was the practice of the proud and ostentatious in the 
Kerameikos of Athens or along the Via Appia. 


B. THE SCULPTURE * 


ARCHITECTURAL SETTING 


Tarentine limestone sculpture is architectural. Made 
expressly to decorate monuments in the form of small 
temples '—the naiskoi—it appeared in the places where 
sculpture was usually found on a temple. Examples 
are cited by their catalog numbers in parenthesis. Mov- 
ing from the top of the building down, one might expect 
to find acroterial sculptures in-the-round (1) and re- 
lief sculpture in the entablature, both continuous, and 
triglyph metope friezes (31, 409-411). Besides friezes 
in relief, there were appliqué friezes with figures carved 
nearly in-the-round and applied to a background by 
means of dowels, in the manner of Ше Erectheion 
frieze (306). 

Figurative sculptural decoration could be found as 
well in places where it did not normally appear on the 
traditional Greek temple, for example, on the capital 


would have been located approximately at the point where the 
modern Viale Magna Grecia intersects the ancient city wall, that 
is the area of Masseria Carmine, and Stazio's Tomb of Apollo 
Hyacinthos. Cf. note 31. 

* For a more detailed discussion of the architecture of the 
naiskoi see Klumbach, pp. 32—55, 77-99. 

1 Тһеге are several theories on the origins of the naiskos. 
(1) C. Watzinger, De Vasculis Pictis Tarentinis (Darmstadt, 
1889), argues that Ше Tarentine naiskos was based оп the 
funerary naiskos of Asia Minor. Не is followed by Wuilleu- 
mier, p. 255. (2) Pagenstecher, makes a case for Attic in- 
fluence, filtered through the Peloponnese, as does Collignon, 
pp. 112, 125. (3) An indigenous development borrowing its 
architectural language from various sources? The difference 
between the Asia Minor naiskoi and the Tarentine is too great 
to admit the possibility of direct influence. Naiskoi are few 
in Attica, fewer still in the Peloponnese, and they are not 
demonstrably older than the Tarentine. There are, however, 
numerous examples in Dorian Cyrene, С. Pesce, “Cirene,” EAA 
2: p. 662, fig. 899. Naiskoi in Taranto go back perhaps to the 
sixth century B.c. (the terra-cotta acroteria—see Part II, note 
29). Тһеу are documented in Etruria as early as the fifth 
century. Recently, Martin, Аш 10 Convegno, р. 339, has 
pointed out the influence of Asia Minor, especially in the 
figured capitals, but emphasized also the originality of Taras. 
As in the temples of southern Italy, Doric and Ionic elements 
are combined with little regard for the proprieties of either 
order. Cf. P. Orsi, Templum Apollinis Аще ad Crimisa 
(Rome, 1933), also Prüchner, p. 174, fig. 1, pls. 1, 2, 11, 4. 
This can be seen not only in the combination of Doric columns 
and Ionic capitals, but of Doric and Ionic elements in a single 
molding. An example has been illustrated here. See appendix, 
'Tomb 30, pl. бба-с. The question of the origin of the Tarentine 
naiskos cannot be decided without a comprehensive re-examina- 
tion of the material. 
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(225). It seems likely also that friezes were по! 
always consigned to the entablature, but could decorate 
the base of а naiskos. A few of the sculptures con- 
sidered do not fit clearly into any of these architectural 
contexts. “The exceptional cases, like the Metropolitan 
relief (107), will be taken up individually in the cat- 
alog, Part III. 

No naiskos has been left standing to give an idea of 
how the actual building looked, nor have the founda- 
tions of one been identified. What is left are fragments 
mostly of the superstructure and columns. The last 
remaining example of this architecture was, as noted 
earlier, apparently destroyed in the late nineteenth 
century.* 

The architectural form of the naiskos, in general 
outline, 15 abundantly documented. It is the subject of 
hundreds of representations, on South Italian vases, 
and is especially common on those produced in Apulia. 
While no study of naiskos architecture can ignore the 
evidence of the vases, the difficulties in interpreting it 
are considerable. Тһе typical painted naiskos appears 
as a shallow building with two columns with Ionic 
capitals (in front of the side walls), a pediment, and a 
high base. The painter limited very much the decora- 
tion of the building: at most, a Gorgon head in the 
pediment and palmette acroteria at the angles of the 
pediment. The base, on the other hand, has unusually 
elaborate designs, either floral or decorative patterns, 
like the meander. Only very rarely does the vase 
painter attempt to represent a building with figurative 
sculptural decoration.? 


2 The figured capital had an extensive development in Taras 
and may well have originated there. The earliest datable 
Greek examples are Tarentine. See, however, V. Tusa, “Сарі- 
tello figurato ellenistico da Selinunte,” BdA 39 (1954): pp. 
261 Н., who gives precedence to a single example from Sicily. 
See Martin, p. 337 #.; W. Johannowski, Atti 10 Convegno, 
p. 411. 

з Wuilleumier, р. 255, suggests that the Underworld Frieze 
(31) and the Amazonomachy with Herakles (88) decorated 
the base of the same naiskos. There are several examples of 
triglyph-metope friezes used in bases of naiskoi in the court- 
yard of the museum in Taranto. 

* Wuilleumier, p. 255, believes that Lenormant gave a de- 
scription of an extant naiskos as he surveyed the grave monu- 
ments of Taranto: “Іп the largest number of cases it was an 
aediculum with elegant Doric columns engaged in the cella 
wall and with carefully coffered ceiling. Тһе entire construc- 
tion was in local limestone, reveted with thin stucco. This, in 
turn, was lavishly painted. Тһе walls were а brownish red, 
the slender columns, yellow." It is vivid, but brief. Could it 
not be a composite, drawn from various fragments and per- 
haps the vase representations ? 

5 The centers of production of Apulian vases have not been 
identified beyond doubt. Taranto and Canosa are undoubtedly 
among them. VIE, p. 105. The buildings оп them are surely 
based on the Tarentine naiskoi, Trendall, South Italian, р. 12. 
Few naiskoi of the Tarentine type have been found outside the 
city. 

6 Cf. An Apulian amphora in the British Museum, where the 
naiskos has figured metopes in the base. Carter, fig. 16; and 
fragment of an Apulian crater in Taranto where the triglyphs 
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The interest of the painter was clearly in the figures 
in the naiskos and the scenes of offering which take 
place around it. In some cases the figures he painted 
white are meant to reproduce actual sculptured figures, 
lite-sized or a little larger, of the deceased.* An example 
15 the head of a youth 8 with some red paint still on the 
hair (Plate 66d), which was found together with the 
scuplture and architecture of a naiskos (see Tomb 30, 
appendix). It is not surprising, thus, that the painter 
did not go to great pains to detail the sculptural decora- 
tion of what was for him primarily a backdrop. 

How closely do the painted naiskoi approximate the 
stone Tarentine naiskoi? The answer can be found 
only by examining the preserved architectural fragments 
of these buildings in greater detail than is possible here. 
It is clear, in short, that the plan and proportions of 
at least some of the actual naiskoi must have been ap- 
proximately those of the painted buildings. 11 is pos- 
sible, thus, to use these and the fragments to reconstruct 
a naiskos.? This has been done in the case of the 
exceptionally large and well-documented naiskos on 
Via Umbria (Plate 70). 

In a number of cases, however, the real naiskoi were 
considerably smaller than those represented on the 
vases. “The average width of a pediment is a little over 
one and а half meters, and many are smaller. “This 
dimension, using the proportions derived from the 
vases, results in a building about two meters high— 
which is certainly not large enough to house a life- 
sized statue of the deceased. 

Very little remains of the walls or foundations of the 
buildings. “These must invariably have been made of 
а friable sedimentary stone (see below Part II, 10). It 
was covered with stucco, white, hard, and shiny, and 
often painted. Besides the pediments, mentioned above, 
there are numerous fragments of wall, some with en- 
gaged columns, the arrises of which are sharp, like the 
Doric. The walls are often red and the columns white, 
as in the naiskoi on vases, while the painted molding 
were red and blue.’ 

The pediments preserved in the Cortile of the Na- 
tional Museum at Taranto give clear evidence for the 
placing of acroterial sculptures and pedimental reliefs. 
Raised platforms with holes for dowels received the 


and metopes occur instead in the entablature. Тһе figures on 
the metopes are painted white, like the acroteria. “They are 
clearly meant to represent sculptured metopes. 

* F. Vanacore, "I vasi con heroon dell'Italia meridionale," 
AttAccNaples 24 (1905): pp. 184 ff, interprets the figures 
around the naiskos as imaginary, idealized youths with the 
symbols of Dionysiac afterlife, and the figure inside as ап 
image of the deceased in a blessed state. Other interpretations 
have been proposed. See Wuilleumier, pp. 553 ff., for a sum- 
mary of the positions, and Carter "Marble Sculpture," pp. 97 Я. 

8 Inv. 119142; height, 0.255 m; width, 0.175 m. 

9? Klumbach, pp. 95-98. 

10 See Carter, рр. 129 Я. 

11 Inv. 111198 from 58- Chamber Tomb 14, Via Bellini. 
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corner acroteria,!" and a recessed flat area in the center 
of the pedimental block is of the right dimensions ? 
for a central acroterion like the Hades and Persephone 
(1). The recessed panels in the tympanum are of just 
the right shape and depth to receive the preserved lime- 
stone pedimental reliefs.!* 

For the parts of the building requiring delicate, 
carved decoration, figurative or non-figurative, a fine 
white limestone was employed. Its most important 
characteristic is that it is relatively easy to carve and 
yet retains detail. It was employed for all of the sculp- 
ture considered here and also for capitals, column 
bases, carved moldings, and floral acroteria. This 
harder material has lasted better than that of the 
superstructures. When architectural elements are found 
with sculpture they are usually the limestone ones (see 
the appendix). А brief examination of these will help 
to give at least a qualitative idea of the architectural 
context of the sculpture. 

A comparison of the actual elements of the Tarentine 
naiskos with the paintings of naiskoi on vases reveals 
striking differences between them. Apart from the 
absence of decorative sculpture and the consistently 
grand scale of the painted ones, the painter invariably 
gives his columns Ionic capitals and omits bases. In 
fact, the majority of the capitals found in the necropolis 
of Taranto are a Tarentine version of Corinthian ( Plate 
42c), which are often found together with the distinc- 
tive Tarentine base (Plate 42d) 15 

Another fact stands out when the surviving naiskos 
architecture is considered: і is the great variety of 
ornate decorative elements. Plant motifs predominate, 
and they are combined with freedom and even extrava- 
gance, as for example the palmette acroteria which spring 
from vines spiralling around flowers (Plate 62e). 
These come from a large naiskos which was also deco- 
rated with metopes representing an Amazonomachy.”” 
On some naiskoi there were rich effects of interweaving 
vines on the cornice (289), or of Scylla's tails, as for 
example оп the great Via Umbria naiskos,?® (210). 
The numerous moldings of another building are impres- 
sive for their simplicity and the precision of the cutting? 


12'lhere are a number of unpublished examples in the court- 
yard of the Museum in Taranto. 

18 The dimensions of this entire pediment plus the entabla- 
ture are: height (of pediment and entablature) 0.95 m; width, 
1.04 m; depth, 0.71 m. This is one of the smaller ones. 

14 See п. 10 above. Тһе recessed area is 0.02 m deep апа 
has a slope of 1:5. "This corresponds well with the slope of 
surviving pedimental reliefs. See for example (55). 

15 Scholars disagree on the origin and quality of the stone. 
See Part II, p. 29 for a brief discussion of materials. 

16 From the same tomb as the capital (225), Tomb 35, ар- 
pendix. The dimensions of the base are: height, 0.17 m; lower 
diameter, 0.30 m; upper diameter, 0.26 m. 

17 Tomb 14, appendix. Тһе lion's head, to give an idea of 
the scale, measures 0.07 m high and 0.07 m wide. 

18 Carter, pp. 130 ff. 

19'The moldings were found in Tomb 30, appendix, with re- 
liefs (422-423) and a life-sized head in marble. 
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(Plate 66a-c). Тһе building, if it was classical in its 
forms, was not, in its lack of restraint of employing 
them. The Tarentine naiskos was not, to judge by this 
material, an ordinary Greek temple which had simply 
been reduced in scale for use as a grave monument. 
With its multi-faceted decoration, it 1s closer in spirit 
to some product of the miniaturist's art, a Jewel box 
for instance, many times enlarged.” Sculpture has 
taken over areas of the building which, in Attica, would 
have been left as plain, unembellished architectural 
forms. Тһе classical forms of Greek architecture have 
been combined and rearranged, fancifully and apparently 
with ease. New motifs from the vegetable world have 
been added to the vocabulary of the architect. This mix- 
ture of heterogenous motifs is the outstanding charac- 
teristic of Tarentine architecture in the necropolis.?! 

All this is in very sharp contrast to the stark sim- 
plicity of the naiskoi on the vases. Why should this be 
so? The building, as noted above, was not the painter's 
first concern, but beyond this there is perhaps another, 
more fundamental reason. The vases with naiskoi 
begin with the Iliupersis Painter about 370 в.с. and 
finish perhaps with the Ganymede Painter about 320 
B.C.? The elements of naiskoi found together with 
sculpture and listed in the appendix belong to a later 
age. None of the pottery found together with the sculp- 
ture and architecture can be dated еагПег than about 
330 в.с.23 

What possible explanations are there for the dis- 
crepancy between real naiskoi and painted ones? "Two 
suggest themselves: (1) the type of naiskos which the 
vases reproduce must have been fixed early, around 370 
B.C., and remained unaltered, possibly because the center 
of vase production had shifted to the north of Apulia ;** 
(2) alternatively, vase painters may have preferred the 
simpler forms of earlier buildings which have not sur- 
vived.?5 

Clearly, a detailed picture of the architectural setting 
of the sculpture will be furnished only by a systematic 
study of the actual fragments of the naiskoi. 


SUBJECT MATTER 


At the end of the book there 15 an index of all 
examples, designated by their catalog numbers, of the 


20 Cf. a Tarentine incense burner, Wuilleumier, Trésor, Pl. 


21 Wuilleumier, р. 255. 

22 Trendall, South Italian, р. 20. 

23 See Part II, р. 21 on dating the tombs. 

24 V TE, р. 105. 

25 See p. 13 f. on the development of the necropolis. Мо 
naiskos can be securely dated before ca. 330 в.с. on the basis 
of the pottery found with it. Perhaps the earlier naiskoi dis- 
appeared in a rearrangement of the necropolis in the mid- 
fourth century B.c. Or perhaps they never existed in Archytas's 
Taras. It is a fact that hardly any vases with naiskos scenes 
have been found in Taranto. Conversely, their more varied 
and elaborate descendants have left little, if any, trace on the 
vases. 
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identifiable subjects (as well as the probable or possible 
subjects). А question mark has been used to show 
that a subject has not been certainly identified, and 
also to set off examples of a given subject which have 
not been identified with certainty, from those which 
have. Examples where the subject is uncertain have 
been listed after each of the possible identifications. 
Thus the catalog number of а figure which might be 
either a Maenad or an Amazon will appear twice in the 
index. The enormous variety of subject matter can be 
divided under the general headings (i) heroic combat 
and death; (1) abduction; (11) scenes beside the 
tomb; (iv) everyday life; (v) processions or thiasoi 
either of Dionysiac or sea creatures. “This is the place 
to describe the variety and suggest generally how these 
subjects relate to one another and the purpose of the 
monument they decorate. 

The question of the sculptural program of the naiskos 
is a difficult one, but an attempt should be made to 
identify not just the subject, but the underlying theme 
of the decoration. “This is made risky by the almost 
complete absence of contemporary literary evidence 
from Taras, not to mention the fragmentary state ої 
most of the sculpture. “The ideas put forth in this sec- 
tion are, consequently, to a large degree speculative. 
The more ample testimony of vase painting 15 helpful, 
but in the vases Dionysiac ideas are pervasive, and this 
does not appear to be the case with the sculptures. As 
noted in the preface a number of subjects found in 
Tarentine art also appear on tombs of the Roman Em- 
pire. “This can be helpful in identifying the subject, 
but there is a temptation, which may be misleading, to 
see the symbolism of the later and better documented 
sarcophagi anticipated in the much earlier sculptures of 
Taras. 

Most of the sculptures with an identifiable subject 
draw it from the realm of myth. Much is familiar, but 
some subjects appear for the first time in the visual 
arts, and others have no parallel in literature. 


1. Heroic Combat and Death 


Triumphant battle: In numerous friezes and naiskos 
pediments Greeks fight and conquer Amazons (56, 92), 
though occasionally the Amazon is victorious. “This is 
the single most popular theme, after the Dionysiac 
processions. “There are only few fragments of Centau- 
romachies, Gryphomachies, and no evidence for а 
Gigantomachy among the reliefs." By the fourth cen- 
tury B.C. these subjects are generalized symbols— 
expressions of the conflicts and triumphs of the heroic 


11% is perhaps significant that the Gigantomachy was а 
favorite subject of toreutic artists and vase painters in Apulia, 
that is, in contexts which were not primarily funerary. Тһе 
hellenistic anguiped giant first appears on Apulian vases and 
mirror covers identified as Apulian. See D. B. Thompson, 
“Mater Caelaturae," Hesperia 8 (1939): p. 298 f. and Е. Vian, 
Répertoire des gigantomachies figurées dans l'art grec et romain 


(Paris 1951), рр. 87 f., 93 nos. 400, 429, pls. 48, 52. 
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life, but on the naiskos they may have a more specific 
"retrospective" sense.? The Amazonomachy pits Greeks 
against two-legged, barbarian opponents, and this per- 


haps is the explanation of its overwhelming popularity 


on funeral monuments at Taras, continually at war with 
its barbarian neighbors. 

Almost as numerous as the Amazonomachies are the 
non-mythical battles (188). Distinctive weapons and 
dress sometimes mark the barbarian.? Тһе footsoldier 
with Samnite shield and elaborate belt (413) may 
represent one of the barbarian groups who at times 
were allied with Taras against Rome. The mounted 
warriors, on the other hand, must surely have been 
patterned after the Tarentine Cavalry (204). The 
scenes of Greeks who battle anonymous barbarians 
would have had much the same symbolic significance 
as the Amazonomachies. 

Heroic death: Related to the battle scenes are those 
where a hero dies, sometimes at the hand of another. 
One of the finest of the appliqué sculpture shows Achil- 
les preparing to murder the Trojan prince Troilos 
(306). The theme of the death which brings immortal 
fame would have been carried out also by the slaying 
of the Niobids.* 

Achilles: Тһе figure of the hero can be identified 
with certainty only in the Troilos episode. His divine 
ancestry is alluded to in the pediment which represents 
the rape of Thetis by Peleus (30) and his heroic death 
is foreshadowed in the numerous representations of 
Nereids carrying his armor (78). Like Herakles, he 
was honored with a temple and a cult at Taras.’ 

Victory over death: Herakles was the hero favored 
by Tarentine sculptors. He was most revered of 
heroes in the cult life of Taras. Не is represented 
fighting the Amazons and their barbian allies (88) but 
more commonly he is shown in the company of Ker- 
beros. Тһе Underworld frieze in Munich (31) pre- 
serves the panorama of Hades which Herakles must 
confront. In a contrast to representations on Apulian 
vases of the Underworld, however, Herakles, the 
mortal hero, not Hades and Persephone, was the center 


? Panofsky, p. 23. Негоа, like the Mausoleum of Halicar- 
nassos, offer perhaps the best iconographic parallels for the 
naiskoi. See also the underground tombs of Macedonia, Petsas, 
fig. 22. Monuments with mythological scenes appear in Attica. 
see E. B. Harrison, "Hesperides and Hermes: А note on 
Three-figured Reliefs,” Hesperia 33 (1964): p. 79, but they 
are less elaborate; the heroon, with an Amazonomachy frieze 
found at Kallithea, Tsirivacos, p. 108, is exceptional. 

3 Klumbach, pp. 57 ff. Most of the types of helmets found 
on the геПеі have also been found in tombs in Apulia. А 
three-crested “Thracian” model was found іп Conversano 
(Bari) in 1958, Hermann, p. 267, fig. 9. Compare (189). Cf. 
a cuirass also from Apulia; A. Hagemann, Griechische Pan- 


zerung (Leipzig, 1919), p. 46, figs. 56-57, with that of a. 
cavalryman (203). 

* Wuilleumier, p. 295. 

5 Giannelli, pp. 42, 45 f. 

6 Giannelli, p. 43 f. 

т Wuilleumier, pl. 48,5; Atti 10 Convegno, рі. 32. 
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of attention. Тһе hero's successful muzzling and ab- 
duction of the hellhound Kerberos, which along with 
the other labors leads to his apotheosis, 15 the subject 
here. With this aspect of the hero, the conqueror of 
the minions of death, if not death himself, the fragmen- 
tary group (313), which represents him strangling a 
death daimon, may be associated. 


ii. Abduction (and Winged Figures) 


The subject was not unknown in funerary art out- 
side of Taras, but on Ше naiskos, scenes of rape ог 
abduction received their most widespread and enthusi- 
astic expression. “The variety 15 impressive, and the 
importance is indicated by the position which the scenes 
would have occupied on the building. “Though they are 
sometimes found in friezes, they often occupy the pedi- 
ment, or form the central acroterion. Іп several cases 
Zeus in the form of an eagle would actually have pro- 
jected into the sky with his passenger. 

If a single theme common to airborne, as well as 
rape by chariot or on foot, can be isolated it 15 perhaps 
that the personage who is carried off, whether mortal 
or divine is united with an immortal, and achieves im- 
mortality, if he does not already possess it. It is 
difficult to avoid the conclusion that abduction as it ар- 
peared on the naiskoi symbolized a promise of immor- 
tality expressed in terms of myth. How concretely this 
immortality was envisioned, how specifically the prom- 
ise applied to the occupant of the tomb, it 15 of course 
impossible to say. 

Persephone: The rape of Demeter's daughter was 
envisioned by sculptors at several different moments. 
In a large pedimental composition (289) Hades is on 
foot and carries his bride-to-be on his shoulders, while 
her playmates scatter. The acroterial group (1) repre- 
sents a slightly later stage: Persephone, with Hades in 
the chariot, is carried off to the Underworld. “The cult 
of Persephone was especially strong in Southern Italy 
and Taras? For the initiate it held out the hope of 
immortality. It is not surprising then that her abduc- 
tion, the high point in the divine drama, had an excep- 
tional importance in Tarentine funerary art. А frag- 
mentary relief (167), representing perhaps Hades' 
chariot, waiting beside a typically Tarentine tomb monu- 
ment, may allude in a more obvious way to the promised 
immortahty. 

Leukippids: Тһе Dioskouroi treat their brides vi- 
olently. In one metope of a series (60-62) a Leu- 
kippid's waist is energetically encircled, while the pros- 
pective father-in-law perhaps looks on helplessly from 
an adjoining panel. The subject appears sometimes in 
a burlesque fashion (255). The worship of the Dio- 
skouroi, twins who live at the confines of the heroic and 


8 Panofsky, p. 21 f. 
9 ?апсапі Montuoro, pp. 159ff, Wuilleumier, pp. 502 ff. 


Stazio, Atti 6 Convegno, p. 307. 
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divine worlds, was especially popular at Taras," and 
Пке that of Persephone it was linked with beliefs in 
immortality. 

Hyperborean maidens: Orion’s rape of Opis (222) 
(unparalleled in the visual arts outside of Taras), in 
contrast to that of Persephone, or the Leukippids, 1s 
not connected with a well-known myth resulting in im- 
mortality for either party. According to one account 
the heroic hunter was punished by Artemis with death 
for his outrage. His ascension to the heavens (Rkatas- 
terismos), however, was known to Homer, and the 
Hyperborean maidens were honored as heroes on 
Пейо A Tarentine version of the Orion story may 
have related the tradition of the rape and the happy 
ending for the hunter and his victim. 

Thalia: On a capital of the building that carried the 
Orion frieze (222) appeared a local myth, the rape of 
Thalia (225) a south Italian vegetable goddess by 
Zeus in the form of an eagle. 

Ganymedes: The fate of Thalia’s male counterpart 
was widely known. A mortal, Ganymedes 15 abducted 
to immortality. His smile (177) would seem to ex- 
press his joyful anticipation of the future. Both Gany- 
medes and Thalia appear most often as acroteria. 

Thetis: The union of this sea divinity with the mortal 
Peleus, which is the subject of one of the finest pedi- 
mental reliefs '? (30), does not involve a divinity whose 
worship promises immortality, like Persephone or the 
Dioskouroi, or a mortal who achieves, like Ganymedes, 
an immortality through union with a divinity. As far 
as is known the only immortality which Peleus wins 15 
the Homeric variety, immortal fame, but the violence 
leads to a celebrated marriage and a famous son, who as 
noted above, was worshiped as a hero at Taras. 

Kassandra: Aias's rape of Kassandra figures оп 
several fragmentary reliefs (431). It alone among 
scenes of rape appears to have no possible happy out- 
come for either of the mortals involved? Perhaps the 
fragments were parts of larger Iliupersis representa- 
tions? The fate of a young person cut off by death 
before marriage could be compared to that of Kas- 
sandra. If this is the intent then the scene would be- 
long with those which represent heroic death. 

Winged figures: Besides Zeus in the form of an eagle 
numerous winged figures, not always easy to identify, 
appear on acroteria or capitals. A nude male (179) 
may be Eros, who would perhaps symbolize the bless- 
ings of Elysion.i* 


10 Wuilleumier, pp. 519 ff. 

11 See catalog, n. 42. For the honors paid the Нурегһогеап 
Maidens on Delos, Herodotos Bk. 4, 32-35, cited by W. C. K. 
Guthrie, The Greeks and Their Gods (Boston, 1955), p. 76 f. 

12 Wuilleumier, р. 294. 

13 Giannelli, pp. 210, 93 ff, for the cult of Атаз at Lokroi and 
Athena Polias at Siris. 

14 Cf. Eros on vases, Hoffmann, р. 115 Е. Eros appears on 
capitals not included in the catalog. Cf. Mercklin, pp. 55-56. 
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Nike: Nike appears almost exclusively on capitals. 
In the context of the naiskos, she may well convey the 
idea of the victory over death. 


11. Scenes Beside the Tomb 


Tombside scenes from drama: 'The finest of these, 
the Metropolitan relief (107) represents two heroic 
figures beside the tomb of a hero. “The scene could be 
from Aischylos's Choephoroi (though other identifica- 
tions are possible) because it 1s so similar to represen- 
tations of that subject on vases.” 

Hypnos and Thanatos, who transport a body beside 
a tomb would have called up for the literate, play- 
going Tarentine public the scene from  Aischylos's 
Europa, where their burden is Sarpedon. Yet the 
tomb monument (143) was a familiar reminder of their 
own necropolis. 

Other scenes from drama, though not set by the 
tomb, such as Elektra and the disguised Orestes with 
the vase containing “Orestes’s ashes" (114), Oidipous 
and Antigone (115), nevertheless are clearly related. 
In these cases, the non-existence of the hero's tomb 
would appear to be the point. Тһе funerary vase is 
not what it appears to be, the death 15 not a death. 

Anonymous tombs? А number of more fragmentary 
reliefs preserve similar figures. Аге they also to be 
identified with mythical heroes or are they anonymous 
graveside scenes? It is impossible to say, and it is 
this apparent dilemma which suggests the reason for 
the effectiveness of scenes beside the tomb on funerary 
monuments. 

The rites which Orestes and Elektra perform at the 
tomb in the Metropolitan relief parallel those of the 
Tarentine cult of the dead. Agamemnon, though a 
mortal, continued to be worshiped as a hero at Taras." 
The implication would be: as Agamemnon's immor- 
tality was assured through the cult, so will be that of 
the deceased. Тһе tomb of the Тагепіїпе is given 
greater significance when on it 1s placed a representation 
of that of the myth-enshrined hero. 


iv. Scenes of Everyday Іде 


Athenian subjects and mourners: А small group of 
reliefs recalls both in style and subject matter the funer- 
ary reliefs of Athens: a slave girl with a jewel box, a 
unique scene of final handclasp (84), a young athlete 
with strigil or with dog (131), а woman with child 


15 Оп vases she is often shown crowning heroic victors, 
Wuilleumier, р. 490. 

16 See catalog, n. 22. 

17 Giannelli, рр. 42, 46. Webster and Trendall, pp. 2 f. sug- 
gest that the scenes from drama on vases found in Apulian 
tombs were appropriate to the contexts because of the associa- 
tion of Dionysos both with drama and the promise of blessed 
afterlife. This could apply in a general way to dramatic scenes 
among the sculptures, but here there is not a variety of 
dramatic subject matter and the focus in all cases is either on 
the tomb or related ideas. It is difficult to avoid the соп- 
clusion that a parallel was intended. 


THE SCULPTURE 19 


(171). With these, perhaps, belong two fragments 
which represent a youth and a young woman in atti- 
tudes of grief (133). Such displays except by slaves, 
are rarely portrayed on Attic stelai. Parallels may be 
found, in the funerary art of Asia Minor, or, for ex- 
ample, the Sarcophagus of the Mourning Women from 
sidon.? “These scenes do not appear to belong to the 
mainstream of Tarentine funerary symbolism, and may 
reflect special views or tastes. 

Banquet: А rare subject among the reliefs is a scene 
of banqueting comparable to that represented on nu- 
merous terra cotta plaques from a votive deposit in 
Taras (158). Тһе subject of the plaques has been 
interpreted as the heroized deceased, reflecting a Di- 
onysiac idea of the afterlife.!? If this is the subject of 
the reliefs, then it is the only instance where Ше de- 
ceased himself was unambiguously represented on the 
funerary monument. Тһе practice, it should be noted, 
had precedents in Sparta, the mother city of the Taren- 
tines. 

Sport: The comic scene of boxing (258) should per- 
haps be interpreted as an encounter between mythical 
heroes, Amykos and Polydeukes. This subject like the 
banquet, are more familiar in an Etruscan funerary 
context, as are the numerous scenes of hunting. 

Hunting: Like battle, this was an appropriate activity 
for Tarentine heroes," though here (330) no risk ap- 
pears to be involved as small game is the prey. Like 
the Dionysiac thiasos, it takes place in the woods, and 
perhaps it 15 more closely associated with the Dionysiac 
view of blissful afterlife, than the heroism of the battle 
friezes. 

Figure seated in rocky landscape: 'The picture of the 
Underworld with the punishment of the Danaids (31) 
was perhaps complemented by the scene on two frag- 
ments of a relief (75, 76). Тһе subject can most 
plausibly be identified as the Blessed in Elysion,” en- 
joying a Ше of free from care. 


v. Processions 


Sea thiasos: Though the Nereids’ funerary signif- 
icance may derive from their association with Thetis 
and Achilles, they become independently symbolic and 
decoratively important, in nearly identical processional 
friezes and some decorated pediments. The sea thiasos, 
better known from the more complete representations 
on vases, often included Skylla а150.23 Skylla is invari- 
ably located in the pediment of the naiskos (28) or on it 
(209-210), a space to which her snakelike trails were 
well adapted. Apolline music, performed by a “Triton” 
with a lyre (106), was a part of the Tarentine sea 


18 Panofsky, fig. 61. 

19 Catalog, n. 33, and Stazio, Atti 4 Convegno, p. 156. 
20 Panofsky, fig. 24. 

?1 Hoffmann, p. 112. 

22 See p. 5], n. 18. 

23 Sichtermann, pls. 128-131. 
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thiasos. Considered as a whole the figures of the sea 
thiasos embody the idea of the journey of the deceased 
over the ocean to the Isles of the Blessed.?* 

Dionysiac thiasos: While the sea thiasos involves 
strictly mythological figures of minor importance the 
Dionysiac mixes the mythical satyrs with divinely in- 
spired mortals, the Maenads. Dionysos himself does 
not appear. The procession 1s the subject. The 
participants, in flowing drapery, carrying thyrso1 and 
tambourines or a sword, run, sometimes dance swiftly 
over the rocky ground among the trees (382). A 
dancing Satyr, a silen with a wineskin break up the 
monotony of these scenes. Опе fragmentary relief 
appears to show Agave with the head of Pentheus 
(113). 

The running Maenad was the Tarentine sculptor's 
set piece. Rarely is the subject treated with the serious- 
ness which he reserves for abductions or battles. In the 
most extensively preserved frieze symmetrically bal- 
anced group of Maenads flank a Satyr or hunter with a 
club (269-272). Тһе carving is careless. The figures 
have lost their corporality ; their flowing gowns cause 
them to resemble from a distance, lush vegetation.?”" 

Dionysiac themes are among the most common in the 
decorative programs of the Tarentine naiskoi, reflecting 
the importance of Dionysos in this region of Italy and 
in particular his connection with beliefs in the аНег- 
Ше and immortality. 


A DECORATIVE PROGRAM 


Though most of the sculptures are fragmentary and 
of uncertain province, in one case enough remains of 
both the sculpture and architecture of a naiskos to re- 
construct its decorative program with some plausibility. 

The facade of the great naiskos in Via Umbria 
(plate 70) has an acroterion (209-210), pedimental 
relief (208) and a frieze (199-207). The frieze repre- 
sents a battle between mounted warriors, who must be 
"Greeks, and soldiers on foot. One of these carries а non- 
Greek shield. While an older bearded figure wears an 
unusual leather (?) exomis and would appear to be the 
barbarian chieftan (203). Оп one level this scene 
could have been understood as Greeks, that is the 
Tarentine cavalry, versus native Apulian barbarians. 
The central figure (202), wearing a cuiras with Gor- 
goneion, thick chlamys, helmetless, with hair in wild 


24 [ дез, pp. 76 ff. 

25 For the symbolism of vegetation in south Italian funerary 
art see К. Schauenburg, "Zur Symbolik unteritalischer Ran- 
kenmotive," RM 64 (1957) : pp. 198-221. 

26 M. P. Nilsson, The Dionysiac Mysteries of the Hellenistic 
and Roman Age (Lund, 1957), pp. 121, 116 ff. 
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disarray, is patterned after Alexander the Great." His 
mount, no less heroic, rears over the fallen barbarian. 
The three-figure composition is familiar in funerary 
contexts going back to the Dexileos stele in Athens. 
Here the heroism 15 heightened with the allusion to the 
deeds of Alexander. 

As the gaze moved up the building from the frieze 
to the pediments, the heroic action 15 replaced by sym- 
bols of apotheosis. In all probability the pediment 
contained a sea thiasos, of which only a fragmentary 
Nereid remains, while the whole was crowned with 
a Skylla. Тһе Nereid and the Skylla allude both to 
the celebrated warriors, Achilles and Odysseus, and 
to the voyage to the Isles of the Blessed. 


CONCLUSIONS 


Taken together, the subjects which decorated the 
naiskoi appear to present two different kinds of symbol- 
ism. In one, the deceased is likened to the hero. Не 
will share by implication the immortality of the hero. 
This is the concept behind the Herakles friezes, for 
example, and the battle frieze of the Via Umbria 
naiskos, the scenes of heroic death, heroes' tombs, ab- 
duction or apotheosis expressed іп mythical terms. Тһе 
other, а Dionysiac immortality, the happy reward оі 
eterna] intoxication for the initiate, 15 documented by 
the numerous thiasos friezes and the rare banqueting 
scene. 

The scenes of Dionysiac thiasoi occur throughout the 
development of Tarentine relief sculpture, but they be- 
come much more frequent near the end.?® Conversely, 
scenes with mythological subjects appear less often 
toward the end. Considering the popularity of the 
Dionysiac themes in the funereal art of archaic and 
classical Taras, this would indicate that they were more 
deeply ingrained and longer lasting than the concept 
of apotheosis by heroic analogy. 

The building had a message to convey. It also had 
a mood. Тһе visitor could be inspired by scenes of 
heroic effort, exalted by solemn scenes besides the tomb. 
The naiskoi with thiasoi and floral decoration would 
have made a less intellectual appeal, with symbols of 
abundance and fertility. Some decorative schemes аге 
clearly entertaining. Тһе hero in Ше monster's coils 
(331), the caricature negro hunter (330), and the 
boxers (258) are more or less deliberately comic. То 
treat heroic themes with humor, especially in the con- 
text of a funereal monument, may seem disrespectful, 
but this after all was the soil which nurtured Phlyax 
comedy. Neither heroes nor the heroized deceased 
were spared the playful irreverence of Tarentine artists. 


27 Carter, p. 132 f. 
28 Bernabó-Brea, p. 214. 
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A NEW APPROACH 


The situation in which the sculpture of Taras was 
produced was such as to make an approach to it in 
terms of individual sculptors and workshops not only 
feasible but desirable. Тһе production was сопсеп- 
trated in the necropolis of the city, where the sculptors, 
colleagues with varied skills, were employed to decorate 
private funerary monuments. Not only the area of 
production, but also the time span, as will become ap- 
parent, was limited—somewhat less than a century. 
Perhaps three generations would have been engaged 
in the profession. Considering the number of monu- 
ments which, in more or less fragmentary condition, 
have survived, it is clear that a number of sculptors 
were working simultaneously. It makes sense to speak 
of individual "hands" and workshops. То attempt to 
describe the interrelationship of “hands” is to come to 
grips with a concrete historical situation. This ap- 
proach has not been employed before in the study of 
Tarentine sculpture. Previous studies have emphasized 
the relationship of this local production to centers of 
sculpture in Greece and the east, and to the great 
personalities of the fourth century such as Skopas, 
Timotheos, and Lysippos. Implicit in the old approach 
are assumptions about the relationship between other 
parts of the Mediterranean world and Taras, the 
varied aims and abilities of the sculptors. Many of the 
ideas employed by Tarentine sculptors must have origi- 
nated in Greece. How were they transmitted? What 
of local originality? It does not make sense to compare 
a small relief to a masterpiece. The artisan working 
to decorate a private funeral monument, with strict 
limitations of money and time, was surely not trying to 
produce copies of the great masters. One of the most 
obvious difficulties of the old approach 1s that what 1s 
to be illumined must be described in terms of debatable 
reconstructions of lost works. The problem of saying 
what is Lysippan is considerably more difficult than 
saying what is Tarentine about these reliefs. Chrono- 
logical conclusions, nevertheless, have been drawn on the 
basis of these comparisons. This is the most serious 
consequence of equating Tarentine and mainland Greek 
work. 

A period of “decadence and rigidification" is em- 
phasized in the study of Bernabo-Brea. To use his 
terminology is to make an implicit assumption about 
the way style develops not just in Taras but in general. 
In this Aristotelean view there always exists a flower- 
ing and a falling-off. The flowering in Taras followed 
on a period of imitation of Attic models, and the dec- 
adence began when contact with the mainland ceased. 

To term a relief “decadent” and therefore late 15 to 
ignore several important factors. The varied skills of 
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the sculptors and the purpose to which the relief is to 
be put should certainly make a difference. What ap- 
pears “decadent” may be merely inept, ог the relief 
may have been essentially decorative and high up on 
the building. Special effects would be required: move- 
ment, pattern, strong lights and shadows, and not so 
much lifelike detail. This type of sculpture, which does 
not concentrate on the human figure, but on special 
decorative effects, as will become apparent in the analy- 
sis which follows, existed in nearly all periods of Taren- 
tine sculpture, along with the more traditional anthropo- 


morphic subjects. 


DATING THE TOMBS 


The sculpture from the Tarentine naiskoi can be 
dated independent of considerations of style. This is 
the result of the careful recovery over the last fifteen 
years of the entire context: the sculptural and archi- 
tectural elements of the building, together with the 
burial offerings from the tomb over which the monu- 
ment stood. The burial deposits consist largely of 
vases. Besides abundant Apulian Red-Figure and 
Gnathia ware, there is plain black-glazed ware and un- 
guentaria, both “piriform” and “fusiform.” The ap- 
pendix is a list of thirty-six contexts, often tombs, 
with which sculpture was associated. Of these, twenty- 
three also contained pottery and have been dated on the 
basis of it. The results are summarized in table 1. 
The range of dates is 330-250 в.с., with the largest 
concentration around 300 B.c. 

Accompanying each entry in the appendix is a sepa- 
rate discussion of the date. This is the place to set out 
the assumptions which were made in dating the naiskoi. 
'The association of objects in the context of the burial, 
strictly speaking, cannot imply anything about the date 
of the sculpture. It was necessary to assume, first, that 
the burial and the monument were related, (an obvious 
assumption when numerous elements of a naiskos are 
found in or very close to the tomb; descriptions of the 
recovery are unfortunately not detailed.) ; then, that the 
monument and the vases belonging to the burial were 
more or less contemporaneous. “There are intervals of 
time which must be taken into account. “That between 
the manufacture of the vase and 115 deposition might be 
considerable. Іп the case of ceramics found in these 
tombs, however, none was of especially high quality. 
It was therefore assumed that they were produced ex- 
pressly for burial, or conveniently adapted to that pur- 
pose. The interval between manufacture and use would 
therefore not be great, at the most several years. The 
interval between the burial and the construction of the 
naiskos is not easily estimated. It 15 uncertain whether 
the naiskos was erected before or after. Тһе situation 
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TABLE 1 


THE DATES OF THE CONTEXTS CONTAINING SCULPTURES, BASED 
ON THE CERAMIC EVIDENCE 





Museum designation (year of discovery, 


Number number, street where found) Date 
(1) 39-25 Nettuno 295-255 B.C. 
(2) 39-Chamber Tomb 50, Leonida 325-280 в.с. 
(3) 54-14 Umbria 
(4) 54-16 Umbria 310-290 B.c. 


(5) 55-3 Dante 
(6) 55-Well 142, Piazzale Sardegna 


(7) 55-12 Umbria Before 250 B.c. 





(8) 55-16 Umbria са. 325 B.C. 

(9) 55-Area, Piazzale Sardegna 
(10) 56-Well, Piazza Acanfora 
(11) 56-Well 1, Crispi 
(12) 56-3 Giovane 300-280 B.c. 
(13) 56-1 Umbria 
(14) 56-Chamber Tomb, са. 280 в.с. 

Пі ВеПо Ргорегіу 
(15) 58-22 Umbria са. 325 В.с. 
(16) 58-Chamber Tomb 23, Umbria 325-280 в.с. 
(17) 58-26 Umbria 320-300 в.с. 
(18) 58-3 Bellini (Maturi) ca. 320 B.C. 
(19) 58-6 Bellini (Maturi) ca. 290 в.с. 
(20) 58-Bellini (Maturi) 300-280 в.с. 
(21) 58-11 Dante 
(22) 58-Chamber Tomb 3, 325-300 B.c. 
Vaccarella 

(23) 58-Chamber Tomb, Tirrenia 320-300 в.с. 
(24) 59-Chamber Tomb 1, Umbria 215-250 в.с. 
(25) 59-Area, Argentina 
(26) 60-9 Piemonte ca. 330 в.с. 
(27) 60-Cistern, Toscana Before 250 B.c. 
(28) 61-Well 1, Marche 
(29) 61-17 Maturi 
(30) 61-18 Maturi Before 250 в.с. 
(31) 62-2 Messapia 
(32) 63-2 B Іссо Before 275 в.с. 
(33) 64-2 Plateia 300-275 в.с. 
(34) 64-1 Marche 300—250 B.c. 
(35) 66-3 Romagna ca. 330 в.с. 
(36) 69-де Carolis 325-275 B.C. 





is further complicated when the naiskos rose over а 
chamber tomb, which may have contained a number of 
burials." The date of a burial has been taken as а termi- 
nus post quem for Ше naiskos, and an approximate date, 
only if there is evidence of no other burial. Informa- 
Поп about skeletal remains was unfortunately not 
available. The cist grave, the type most commonly as- 
sociated with sculpture, was less likely to be re-used, 


1 Naiskoi were built over chamber tombs, but also, more 
commonly, over cist graves. All Tarentine tombs, from the 
earlies times down to the Roman period, belong to three major 
types—the cist grave (fomba a fossa), the sarcophagus (tomba 
a sarcofago), or the chamber tomb (tomba a camera). Тһе 
earliest to be used, and the simplest, was Ше cist grave. It is 
a rectangular trench, cut either in the earth or live rock and 
covered with one or more sandstone slabs. The types of 
tombs have been described by Degrassi, EAA 7: рр. 608 ff; 
Neutsch, col. 201 ff.; Bernabó-Brea, "Taranto", pp. 426 Н.; 
Martin, pp. 327 ff. 
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but occasionally it was.? When a naiskos can be as- 
sociated with a burial, it has been consistently assumed 
that the building was erected over the tomb after 
burial, but not much later. The interval between the 
manufacture of the vase and the erection of the monu- 
ment would thus have been small enough to be absorbed 
easily into the margin of error connected with the dat- 
ing of the vases. 

Occasionally а mold-made terra-cotta antefix has 
been used to date the building from which it was as- 
sumed to have come. Ап interval must certainly have 
existed between the date of manufacture and the erec- 
tion of the building. Here again the generous margin 
allowed for uncertainties in the date of the antefix 
makes the interval relatively insignificant. Тһе internal 
consistency of the final results 1s a strong argument in 
favor of the assumptions made here. 


LIMITATIONS IN THE USE OF POTTERY FOR DATING 


The method of dating the sculpture by means of the 
pottery 1s subject to the limitation inherent in the dating 
of the pottery. The chronology of Apulian Red-Figure 
and Gnathia ware 15 based essentially on considerations 
of style, and on a few absolute dates from excavated 
contexts. “The sequence rests to some degree on the 
implicit assumption that a carelessly decorated vase is 
later in date than a good example of the same type. 
This may not be true always, and it 1s just the sort 
of assumption that a dating of Tarentine sculpture in- 
dependent of stylistic considerations was supposed to 
eliminate. Still, the vases are on a firmer chronological 
footing than Tarentine sculpture. 

In none of the tombs of Taranto considered here 15 
there any indication of an absolute date. Thus the 
dating of the pottery, and therefore of the sculpture, is 
almost entirely relative, based on stylistic sequence 
established by Trendall, Webster, and Green. Тһе ma- 
terial from these tombs has been examined by them, 
and their classifications of the vases, recorded in the 
appendix, are followed by their names in parentheses. 

In a number of cases it has been possible to compare 
the Tarentine material to similar material found in 
other excavations, principally in the Lipari necropolis 
and Gela. “The comparisons come from archaeological 
contexts where there are either objects, like coins, tied 
to the calendrical system, or historial evidence for such 
a date, such as the destruction layer at Gela. 

It is possible, further, to check the relative sequence 
of the Tarentine tombs by constructing а smoothness 
chart (chart 1), using six well-documented examples. 
Six tombs which seem more securely dated than the 
rest contain Red-Figure, Black glaze, and Late Gnathia 
ware, as well as other materials such as unguentaria, 
unglazed pottery, terra cotta figurines, and appliqués. 


2 À cist grave could have burials separated by as much as 
a hundred years. Е. С. Lo Porto, "Una tomba messapica,” 
AtiM Grecia, п.з., 9 (1970): pp. 99 ff. 
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These tombs, five of which have been documented 
photographically here (and the sixth, elsewhere?) have 
the numbers 4, 14, 15, 19, 24, and 26 in the appendix. 
The chart is smoothest when the tombs and material are 
arranged in the following way: 








CHART 1 
Material са p S Other Gnathia | Absolute Dates 
Tomb 26 X са. 330 B.C. 
15 X X X ca. 326 B.C. 
4 X xX X X 310-290 в.с. 
14 X X ca. 280 B.C. 
19 X X ca. 290 B.C. 
24 X X 215—250 B.C. 





The presence or absence of certain material from 
the six tombs produced this sequence: 26, 15, 4, 15, 
19, 24. Chart 1 says nothing about the absolute date 
and is just as smooth read up or down. Read down, 
it corresponds reasonably well to the sequence of 
absolute dates established largely on the seriation dating 
of Apulian Red-Figure and Gnathia ware. This sort 
of correspondence reinforces confidence in the dated 
sequence of Tarentine tombs. 


CONCLUSION 


Of the twenty-three tombs with burials, not all are 
of equal importance for the dating of Tarentine sculp- 
ture. An important conclusion emerges when they 
are taken together. No Tarentine sculpture has been 
found with pottery datable before 330 в.с. or after 
about 250 в.с. Ifall Tarentine sculpture was produced 
within this span of less than a century, then existing 
theories of how it developed must be radically revised.* 

The six unusually well-dated tombs, mentioned above 
and included in the chart, contain in several cases im- 
portant sculptures. These dates thus can and will be 
used as fixed points in the discussion of the stylistic 
development of Tarentine sculpture. 


GROUPING 


Any sub-division of the total production of Tarentine 
sculpture must, to a certain extent, be artificial. The 
sub-division which takes into account the historical 
situation of the production is bound to be the simplest, 
and to correspond most closely to real divisions. 

The sculptures considered here number four hundred 
and forty-two. These are all the reliefs, appliqués, 
and sculptures in-the-round, published and previously 


3 For the photographic documentation of Tomb 24, see Car- 
ter, p. 131 f. The R-F fragments in this tomb have been con- 
sidered incursions, and the degenerate RK countered as Late 
Gnathia. 

4 Bernabó-Brea has it begin about 350 в.с. and end late іп 
the second century в.с. 


SCULPTURAL STYLE IN TARAS 23 


unpublished, in museums and private collections, known 
to the author at the time of writing. “They include 
only those, however, which represent human subject 
matter. Exceptions to this rule are imaginary beings, 
animals, and flowers when they are found together, in 
the context of a naiskos, with figured sculpture. They 
do not enter into the discussion of style, and they have 
been included so that the reader may have the com- 
pletest possible idea of the sculptural program ot these 
buildings. 

In contrast to the Athenian grave stelai, where 
standard compositions of standing and seated, nude and 
draped, and male and female figures recur with only 
slight variations and quality is fairly uniform, the 
variety in subject matter and the diversity of style 
among the Tarentine sculptures make a division of the 
material an obvious procedure. 

The division into groups adopted in the catalog 
(Part III) of this book 1s based on a careful study 
of the style of the sculptures. “The entire production 
has been distributed among twenty-one groups, desig- 
nated alphabetically A-U. Each group contains sculp- 
tures which could conceivably be the work of one man, 
his assistants, or a sculptor imitating or competing 
with him. 

The modulus of the group 15 the individual sculptor. 
Wherever it is possible, attributions will be made to a 
"hand" or a "closely related hand." The attributes of 
an individual "hand" are based not so much on overall 
likeness as on the treatment of details of the sort that 
reveal a personality: a particular way of treating the 
edges of drapery, or a similar treatment of the abdom- 
inal muscles, in combination with the preference for a 
particular kind of clasp for the chlamys. The author's 
own attributions are summarized in chart 2, at the end 
of Part ІІ. 

The chart is arranged so that the catalog numbers 
of sculptures the author believes to be by the same 
sculptor are arranged on a horizontal line. Ап inter- 
rogation point sets off those sculptures about which he 
is uncertain because of their incomplete preservation or 
lack of distinguishing detail. Thus sculptures 1 and 3 
are in the author’s opinion by the same sculptor; 2 and 
7 are perhaps by him. (A caution: as observed below, 
a horizontal line may not contain all the possible works 
by a single sculptor.) When a horizontal line begins 
with a question mark, it indicates that the sculptures 
whose catalog numbers follow are too fragmentary to be 
attributed with certainty to the group. Thus the sculp- 
tor of 119 may have belonged to the group and he may 
also have produced 135. 

When totaled, the division of the extant sculptured 
production of Taras, in chart 2, shows that the number 
of sculptors at work during the seventy-five-year period 
that the art flourished was at most a hundred and prob- 
ably fewer. This division is, of course, subjective. 
Another investigator might have arrived at quite dif- 
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TABLE 2 


THE GROUPS CONTAINING SCULPTURES 
FROM DATABLE CONTEXTS 


Catalog numbers Саба! b Number of 
of all sculptures | "ої sculptures | COMEEXES con- | Date of contexts 
groups from contexts sculptures 

A (1-7) 1 26 са. 330 B.C. 

B (8-19) 14 16 325-280 в.с. 
16 22 325-280 в.с. 
8,9 27 before 250 B.c. 

C (20-29) 

D (30-74) 70 16 325-280 в.с. 

E (75-106) 105 7 Бегоге 250 в.с. 
92 15 са. 325 в.с. 

Е (107-143) 136 18 са. 320 в.с. 
142 23 320-300 в.с. 

G (144-159) 147 19 са. 290 в.с. 

Н (160-167) 

1 (168-180) 

] (181-198) 

К (199-221) 213—215 1 295—255 в.с. 
199—212 24 215-250 в.с. 

І, (222-249) 222-225 35 са. 330 В.с. 
243 32 before 275 в.с. 

М (250-268) 

М (269-288) 274 2 325-280 в.с. 
269—273 4 310-290 в.с. 
279 15 са. 325 В.с. 
288 17 320-300 в.с. 

О (289-305) 290 8 са. 325 В.с. 
302-305 36 325-275 в.с. 

Р (306-329) 

О (330—344) 336-337 8 са. 325 В.с. 
340-341 33 300-275 в.с. 

К (345-381) 356 12 300-280 в.с. 
357 4 310-290 в.с. 

5 (382-403) 382 | 20 300-280 в.с. 

Т (404-421) 404-407 14 са. 280 в.с. 

U (422-442) 422-423 30 before 250 в.с. 





ferent results and figures. As almost all of the sculp- 
tures have now been illustrated, the reader may try his 
hand at attribution. 

A group may contain the work of a number of re- 
lated hands. Group F, for example, contains at least 
three reliefs (107—108, 121) by the sculptor of the Met- 
ropolitan relief, and six by that of the Paris relief (109— 
114). The second sculptor is clearly less ambitious and 
less skilled. His relief is flat and the drapery hangs in 
stiff, stylized folds. Yet the overall conception is close 
enough so that it is inconceivable that he was ignorant 
of the work of the first. 

Whatever the precise relationship between works 
assigned to a particular group, they ought to date within 
the working life of a single sculptor. Тһе stylistic dif- 
ferences within a group are very small compared to 
those between groups. For example, in the Via Net- 
tuno reliefs (213) of Group K, the figure seems to 
move less freely with respect to the background than 
those of the Via Umbria metopes (199-207), while 
there is a very close correspondence between the pro- 
portions and anatomy of the figures and the technique 


[TRANS. AMER. PHIL. SOC. 


of finishing the stone. A master-pupil relationship 
might be assumed. “Whatever the difference in years 
between the sculptures, at most it could comprehend 
two careers, spanning perhaps a half-century, and it 
seems likely, on the basis of the pottery, to have been 
much less. 


LIMITATIONS OF THE GROUPS 


There are definite limitations to the interpretation of 
the groups. First, a group cannot be assumed to con- 
tain all the surviving work of a single sculptor, for 
two reasons. The most obvious and important is the 
fragmentary condition of the evidence. Where frag- 
ments are small, nude male torsos or draped female ones, 
there are few clues to help forge a link between them. 
Group А, for example, contains mostly draped figures; 
and Group B, nude ones. Who is to say, further, that 
a sculptor might not have radically changed his style in 
the course of his life or have employed several simul- 
taneously, depending on the job? Given the artisan 
nature of the production, the second of these possibili- 
ties seems the more likely. Оп the one hand, it is 
improbable, even if the technical mastery were there, 
that the sculptor of the Underworld frieze 1n Munich 
(31) would also have been capable of the battle metopes 
from Via Umbria (199-207). It is, on the other hand, 
highly likely that the sculptor of the battle metopes 
had something to do with the decorative Skylla whose 
tails range along the eaves of the same Via Umbria 
naiskos (209-210). Were it not for the fact that they 
were found together, this would not have been sus- 
pected. 

There is a strong temptation to over-interpret the 
“hand” and the “group.” Тһе work of a certain “hand” 
is not necessarily his entire wuvre. Similarly, the group 
does not comprise all the work of related “hands.” The 
concept of an atelier or workshop composed of related 
“hands” must remain a hypothesis. “There is no evi- 
dence that such an organization did exist in Taras. The 
analogy of vase painters' "circles," which are better 
documented, is, however, suggestive, especially in the 
light of the mass production nature of the two crafts, 
and the market for which their work was destined. 


DATING THE GROUPS 


АЙ but six of the groups contain sculptures from 
dated tombs. Тһе dateable sculptures in each group are 
tabulated in table 2. This provides a basis for dating 
the groups. Table 3 (p. 33) presents the results in the 
briefest form. Since sculptures representing many of 
the major stylistic divisions of the production have been 
found in a context with pottery, it is probable that the 
entire production is also included in the 330-250 в.с. 
span of the tombs. "The most securely dated groups are 
those which have a firmly attributed sculpture from a 
well-dated tomb. "The six tombs mentioned in the sec- 
tion on dating the tombs (and listed in chart 1) give re- 
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liable dates for Groups А, Е, К, К, and Т. Тһе date of 
Group G is less trustworthy, since it contained only 
one small fragment of sculpture from a well-dated 
tomb. 


DIVISION OF LABOR 


Apart from its significance for the chronological 
development of style in Taras, the grouping of sculp- 
tures sheds light on the division of labor in the produc- 
tion of the sepulchral monument. Essential evidence 
comes from the thirty-six tombs whose contents are 
listed in the appendix. Several of the tombs contained 
sculptures which were assigned to different stylistic 
groups. 

Tomb 4 contained an appliqué (357) in the form 
of a heavily draped female, which clearly belongs to 
Group К, and a frieze of dancing maenads and а маг- 
rior from a relief (269-273) which have been assigned 
to Group N. It seems likely that the appliqué be- 
longed to the pediment and the others to the entablature 
of а naiskos building. Тһе differences in the style of 
the two figures are too great to be due only to a dif- 
ference in technique. Тһе male figure (273) is con- 
ceived in numerous contrasting planes. His drapery, 
likewise, is not outlined, but built up of individual 
masses, Тһе female figure gives the appearance of 
having been designed with a compass and finished with 
а broad file. (It is reassuring that the chronology 
developed for the groups, independently, indicates that 
such collaboration would have been possible. Groups R 
and N are more or less contemporaneous.) 

It is not always true that, where extensive sculptural 
decoration has survived, sculptors from different groups 
can be shown to have collaborated. Tomb 35 yielded 
a figured capital (225), a long frieze (222), and frag- 
ments of two shorter ones (223-224). “The capital is 
probably by a different "hand", but one closely re- 
lated to the sculptor of the frieze. Тһе figures are not 
disproportionate in scale, but the drapery of the Thalia 
on the capital is much sheerer than that of the running 
girls on the frieze, and it fans out around the legs in 
gracefully curving folds. Тһе sculptor of the capital 
is still a part of Group L. The two small fragments of 
frieze are clearly inferior, but similar in style to the 
larger ones. Here, then, 15 a building which appears 
to have been the project of several closely related 
sculptors. 

If a sculptor carved the capital, he may also have 
been responsible for the base (see the appendix). 15 
it going too far from the evidence to conclude that the 
sculptor was not merely employed to carve the decora- 
tion for the building, but had the responsibility of 
planning the monument as a whole? Was he, in fact, 
architect as well as sculptor? Though there cannot 
be any certainty about this, there 15 ample evidence 
that no clear line was drawn between the two pro- 
fessions. Consideration of the decorative programs of 
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two of the largest and most elaborately decorated of 
the naiskoi (404—407, 199-212), found in the context 
of Tombs 14 and 24, point to the conlcusion that, at 
least on a big project, a single sculptor could and did 
direct all the work, if he did not do it all himself. The 
sculptures from these buildings are uniform іп style, 
with only slight evidence of a falling-off in quality. The 
architectural elements—capitals, acroteria, molding— 
display similar enjoyment of rounded, exuberant forms 
and the same careful workmanship as the reliefs. 


THE TRAINING OF TARENTINE SCULPTORS 


The terms “Hellenistic” and “Local” will be used 
to describe what appear to be two distinct and parallel 
traditions in the development of sculptural style in 
Taras. Briefly, the “Hellenistic” sculptures are those 
Tarentine products which, despite a certain amount of 
provincialism, could have been acceptable in other 
early Hellenistic centers around the Mediterranean. 
They correspond approximately to what is known 
(from a monument of sculpture, like the Alexander 
sarcophagus, and from metalwork) of the Hellenistic 
Коте in sculptural style. Sculptors from the “Local” 
tradition, on the other hand, would have been con- 
sidered distinctly peculiar outside of Taras. Тһе dis- 
tinction between them is not as sharp as the analysis 
may have caused it to appear. It does not necessarily 
correspond to a real division of the sculptors into 
separate or competing schools. Тһе “Local” and the 
“Hellenistic” could be found to decorate the same build- 
ing, and it 15 possible that one sculptor may have pro- 
duced work in both traditions. Тһе value of these 
terms as descriptive adjectives is also very strictly 
limited. То what extent can “Hellenistic” be inter- 
preted as referring to any influence on Taras from the 
outside? How wide a neighborhood does “Local” еп- 
compass? 

Resemblances exist between Tarentine relief and that 
produced by fourth-century B.c. Greek sculptors. The 
great masters left an impression on their contemporaries 
and their successors all over the Mediterranean world 
and even beyond. That patterns and compositions 
which are seen in the frieze of the Mausoleum at 
Halicarnassos and even earlier (the frieze of the Temple 
of Apollo at Bassai, for example) can be traced in the 
decoration of the Tarentine naiskoi should not be 
surprising. Does, however, referring to a Tarentine re- 
lief as "Skopaic" or “in the style of Timotheos" really 
shed any light on the sculptors of Taras? 

Besides the problem, alluded to earlier, of knowing 
what the style of Skopas really was, there is a chrono- 
logical one. The dating of the Tarentine reliefs, estab- 
lished independently of stylistic considerations of the 
sculpture, show that the “Skopaic” reliefs were pro- 
duced about half a century after the pedimental sculp- 
tures of the temple of Athena Alea at Tegea, the best 
evidence for Skopas’ style. 


26 CARTER: THE SCULPTURE OF TARAS 


The gap is even larger in the case of Timotheos or 
Bassai. How could these masters and masterpieces 
have influenced Taras directly? ° А closer comparison 
with relief sculpture of the mid-fourth century and 
earlier will show that, on purely stylistic grounds, it 
is unlikely that they did. 

Often the type of figure chosen, particularly in 
Groups C, D, E, F, G, and H, closely resembles that of 
the Greek artist of the fourth century. Compare, for 
example, the fallen warrior (20) of Group C or an 
Amazonomachy fragment (56) from Group D with 
battle groups from the Mausoleum or Bassai. The 
compositions are very much the same, but there is a 
notable difference in the treatment of the figure in re- 
lation to the background. The Tarentine warrior is 
much more three-dimensional. The overlapping of 
figures which have contrasting movements is another 
device for diminishing the importance of Ше back- 
ground. This treatment of space is an advance over 
the conception of it encountered іп fourth-century 
Greek works. It corresponds more closely to develop- 
ments of the end of the fourth century B.c. and the 
beginning of the third. “The evidence is slender and 
the monuments far from securely datable, but it would 
appear that in this period the impenetrable background 
which characterized most Classical relief sculpture was 
being transformed. Іп the case of the Alexander sar- 
cophagus, it has become a fluid space into and out of 
which more nearly three-dimensional figures move with 
greater freedom. 

In Taras the older decorative schemes were retained, 
but combined with advances in relief technique. Why 
the conservatism in subject matter, and from where the 
new concepts of the background? How much 15 origi- 
nal with the sculptors іп limestone? 

The major artistic trends reached Taras and made 
their impression on Tarentine sculptors but not at first 
hand. It is improbable that the artisan who carved 
the sculptural decoration of the naiskoi went to Greece 
for their training, and only one famous Greek sculptor 
is reported to have come to Taras. That was Lysippos, 
and while it is certainly possible that he had imitators, 
even disciples іп Taras, it 1s doubtful that he took 
pains to educate the locals. It would not, however, 
have been necessary for the decorators of naiskoi to 
travel to Greece to learn the schemes which had their 
origin there. 

The education of Tarentine sculptors 1s a speculative 
subject. One thing is reasonably certain: 1 had to be 
improvised. Stone sculpture had not been a widely 
practiced art їп Taras. Examples dating before the 


5 Cf. p. 43, n. 4. 

6 Though a great effort is made in the Alexander sarcopha- 
gus to suggest greater depth than the relief of the mid-fourth 
century does, by overlapping figures, nevertheless the drapery 
flattens out against the background as though it were still an 
impenetrable barrier, Schefold, Alexander-Sarkophag, fig. 48. 
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naiskoi, and securely from ‘Taras, provide meager 
evidence for a local tradition.” Тһе arts of painting, 
metal working, and jewelry manufacture, and of terra- 
cotta sculpture, are much better documented. It 15 
from these that the Tarentine sculptor could have 
learned his trade and taken his models. 


INFLUENCE OF METAL RELIEF 


A large number of reliefs in bronze have been at- 
tributed to Tarentine artists, largely on the basis of 
comparison with the limestone reliefs. Тһе question 
of the provenance of these metal reliefs will probably 
never be satisfactorily settled. “They were highly port- 
able, and would have found ready markets everywhere. 
They required artists with considerable skill, and 
skilled artists at а loss for ideas could easily copy а 
product from some other center. Аз they were in- 
tended for a select clientele, there would be less op- 
portunity for stylistic provincialisms. 

Leaving aside the question of their probable or pos- 
sible Tarentine origins a comparison of metal relief 
and limestone relief makes clear the affinity in technique 
of the two crafts. 

It is in the treatment of the folds of the drapery that 
the art of metal relief has left its clearest mark on the 
stonecutter. Compare, for example, the drapery of а 
Nike on a silver relief ® with that of two running 
Maenads (98, 101) of Group D. Both have flat, wide 
folds with sharp edges, and in both cases the ends 
form little stylized ruffles around the ankles. Compare 
also the drapery of a Maenad on the fragmentary 
bronze crater in Berlin? A plaster impression, per- 
haps from a mirror соуег,9 displays these same char- 
acteristics, in Ше ruffles around the waist. The best 
limestone comparisons аге in Group Е, but there are 
echoes in Groups I, J, especially (181), and in Group О. 

A less artificial drapery is that shared by the bronze 
situla in Boston and the reliefs of Group D. It is not 
so flat and hard edged. Compare the seated Dionysos 
and the seated Hades of the Munich Underworld irieze 
(31). Тһе folds are fine and rounded. Otherwise 
the material is quite transparent. “The Maenad from 
the same situla is very similar to one in Group D (48) 
as well as to the Thetis (30) of that group. “The ends 


ТА number of marble sculptures in-the-round have been 
attributed to Taras in the Archaic and Classical periods. Cf. 
E. Paribeni, “Di una piccola kore del Museo di Taranto e della 
scultura a marmo in Magna Grecia, AttMGrecia n.s. 1 
(1954): pp. 63-70. Most recently, Herdejürgen, Thronende 
Göttin, pp. 24 ff., and Langlotz, Atti 10 Convegno, рр. 230 ff. 
A serious, but not always convincing attempt to establish a 
marble relief style in Taras for the Classical period was made 
by Rumpf, pp. 446 Я. 

8 Langlotz, pl. 40. 

9 W. Züchner, “Der Berliner Manadenkrater,” Winckelmann- 
program 98 (Berlin, 1938) : pl. 5. 
10 W. Züchner, Griechische 

Jdl Suppl. 14: fig. 117. 


Klappspiegel (Berlin, 1942), 
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of the drapery are drawn into the same tight double 
loops.!! 

Besides the similarities of drapery, the Boston bronze 
relief has two other points in common with the lime- 
stone reliefs. One is the presence of landscape ele- 
ments, in a much higher proportion to the human fig- 
игез than is found in fourth-century в.с. Greek archi- 
tectural relief. This can be seen particularly in Taren- 
tine stone reliefs which also have Dionysiac subjects, 
but occurs with other subjects as well. The second is 
the pronounced three-dimensionality of the figures. 
Compare the seated Dionysos of the cista, in this re- 
spect, with the seated youths of Group Е (760). 

The greater three-dimensionality and freedom оі 
movement of the figures in Tarentine relief 1s a funda- 
mental distinction between it and Greek architectural 
relief of the mid-fourth century B.c. It reflects a con- 
siderable advance in technique. This should be at- 
tributed to the second half of the fourth century.1? The 
fluid background, which characterizes Tarentine relief, 
was only fitfully employed earlier.!? 

The differences between mainland and Taras, with 
respect to the conception of the background, can be 
illustrated by comparing similar compositions. Take, 
by way of example, a slab of the Amazonomachy on the 
east side of the Mausoleum attributed to Skopas !* and 
the Tarentine relief (190) of Group J, also with a 
kneeling warrior. Тһе Tarentine emerges from the 
background with his shield properly foreshortened, 
while the Greek seems to be backed up against a wall 
which forces his shield into a vertical position. 

In many ways the Bassai frieze shows closer affinity 
than the Mausoleum, despite the fact of its being con- 
siderably earlier. “The Greek who has an Amazon by 
the hair while his foot rests on her leg !? has a counter- 
part in a relief of Group D (56). Тһе relief ground 
of the Bassai slab is, however, conceived as a neutral 
but impenetrable wall, constraining movement to а 
space between it and an invisible plane, wide enough to 
accommodate at most two figures. The overlapping of 
two levels of activity, the struggle of the Amazon and 
Greek and a rearing horse, demonstrates clearly the 
greater depth of the Tarentine relief. 

А series of bronze reliefs from Siris and Palestrina 
in the British Museum represents the same subject in 
very much the same way. The figures emerge from 
the background with the same ease as the Tarentine.!9 
The closeness between them, as has often been noted, is 


п FE, Pernice, Gefdsse und Geräte aus Bronze (Berlin, 1925), 
pl. 5. 

12 Carpenter, chap. 7, рр. 180-197. 

13 See the frieze of the Athena Nike Temple on the Acropolis, 
C. Blümel, “Der Fries des Tempels der Athena Nike," ЛАГ 65 
(1950) : especially figs. 28-29. 

14 Lullies, Plastik, pl. 202, top. 

15 Kenner, pl. 19. 

16 Wuilleumier, Trésor, РІ. 15. There is perhaps a little less 
sense of space in the metal relief. Perhaps it is an intermediate 
stage. 
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particularly strong in the treatment of Ше drapery. 
Again, compare the Amazonomachy fragment of Group 
D (56) or the Hermes of the Underworld frieze (31). 

Were the marked advances in the treatment of space 
in relief the singlehanded achievement of the sculptors 
of limestone relief in Taras? It would seem reasonable, 
even without a thorough documentation, to assume that 
the credit should at least be shared with the producers 
of metal relief. 

Tarentine metal relief had to compete in a wide 
market. It would logically be up-to-date, and reflect 
the latest advances in relief technique. Аз metal relief 
shared and perhaps anticipated subject matter and 
drapery style in limestone, so it could have provided 
three-dimensional figures and compositions for imita- 
tion and elaboration in frieze and metope compositions 
for the naiskoi. 


INFLUENCE OF PAINTING 


There were other possible sources for these ideas. 
The painters of southern Italy were renowned as early 
as the fourth century B.c. They seem to have been 
particularly creative in landscape painting," and must 
have experimented with perspective. Apulian vase 
painting appears, at least to some extent, to reflect their 
spatial innovations.!? 

There exist a number of parallels, particularly in 
Groups F, G, and H, between relief and vase painting. 
These have been cited individually in the catalog. Suf- 
fice it here to present only one example, the Metropoli- 
tan relief of Group F. Most of those who have written 
on the relief have compared it to well-known sculptural 
types, and as a result have agreed that it is "eclectic" 
(107) .19 

The Metropolitan relief does not seem at first glance 
a typically Tarentine relief. This impression stems 
not only from its remarkable size and from the un- 
usual treatment of the background, but also from its 
very good state of preservation. Other reliefs may 
have closely resembled it, but they have not survived 
well. 'The background here could represent a stage 
set or the back wall of а naiskos.”” How else would 
it be possible for the weapons to be suspended? Ob- 
jects in Apulian vase painting are likewise used to de- 
fine a plane,? while perspectively rendered altars give 
the scene depth. Compare in particular a scene of 


17 Blanckenhagen, notes 40, 88. 

18 White, рр. 243 Е., pl. 60, a-b. 

19 The nude male from the neck down has been compared 
to the Hermes of Ephesian column drum. Richter, "Limestone 
Relief," pp. 301 ff. She dates it to the period 356-334 в.с. on 
the basis of the comparison. Те heads, however, seem closer 
to Praxiteles. In the drapery of the female figure, strong 
similarities to the Mantineia Base, as well as to the Demeter 
of Knidos, have been recognized. Ап overall dependence on 
Greek scultpural conceptions has been taken for granted. See 
catalog n. 22 

20 Bernabó-Brea, p. 31. 

21 White, pl. 60, 5. 
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Orestes and Iphigenia in Tauris on an Apulian crater, 
not only for the altar but also for the drapery and pose 
of Iphigenia. It comes much closer to the relief than 
any examples of mainland Greek sculpture. 

The Metropolitan relief succeds not as good "eclectic" 
work, but because it 1s consistently faithful to its painted 
models. Тһе linear treatment of the drapery harmon- 
izes with the linear treatment of the background and the 
altar. Drapery does not model the human forms. 
Rather it presents a surface pattern of contrasting 
lights and shadows. The human forms are malleable, 
wholly abandoned to their own rhythm. Exaggerated 
sentimentality, reflected іп the facial expressions, was 
clearly intended, and with it the gestures, the pondera- 
tion, and the lack of backbone harmonize entirely. They 
exist, like the lekythos, entirely within the space de- 
fined by the wall and the altar. 

The Metropolitan relief 15 the clearest example of 
the influence of painting, both in subject matter and 
conception, on limestone relief in Taras. Others 
show it in a more limited way. Though the technique 
appears to be influenced strongly by metal relief, the 
subject matter of the Underworld frieze, for example, 
has been shown to be drawn from painting. “That is 
the explanation for apparent illogicalities in its com- 
position, for the fact that Hermes 1s running in the 
wrong direction—at Herakles, rather than before him. 
The Danaid group on the frieze may be based on a 
lost masterpiece of Magna Grecian painting. The 
earliest surviving Danaid representations are оп Ари- 
lian Red-Figure vases?9 of the second half of the 
fourth century. 

It would seem that certain drapery styles appearing 
in relief originated in painting. These are the elabora- 
ate, swirling draperies of Groups L, М, and О. Com- 
pare the Orion frieze (222) of Group L with the 
Niobids on an Apulian volute crater. This type of 
drapery is found only on Apulian vases and Taren- 
tine relief. Its fantastic loops and trailing edges would 
not be practical in a free-standing sculpture in either 
stone or terra cotta. Since the vase representations 
anticipate the reliefs, it seems reasonable to conclude 
that the sculptor got his idea from the painter. 

Comparison of vase painting and stone reliefs is 
difficult since the reliefs often are very tragmentary, 
with a single figure or parts of one. It is impossible 
to tell, for example, whether the figure was conceived 
as existing in a pictorial space like the Metropolitan 


22 White, pl. 60, a. Also Sichtermann, pl. 122, lower. Е. 
Langlotz, “Die bildende Kunst," pp. 89 ff. 

23 This was not restricted to Taras. The influence of painting 
on the frieze from Gjolbaschi-Trysa is obvious, as on Ше Tele- 
phos frieze from Pergamon. С. Lippold, Griechische Plastik 
(Munich, 1950), рр. 209-210 (Trysa), 357 (Telephos). 

24 Klumbach, p. 68. 

25 Blanckenhagen, p. 130, n. 88. 

26 Schauenburg, "Totengoótter," figs. 12, 15. 

27 Sichtermann, pl. 123. 
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relief, or in relation to a more or less neutral relief 
background like the Underworld frieze. If he did not 
learn directly from the painter about space, the sculp- 
tor could not have been entirely unaffected by the 
experiments in spatial illusion, which he would have 
known from paintings and certainly from the vases. 


INFLUENCE OF TERRA-COTTA PRODUCTION 


A further possibility as a formative influence on the 
sculptor of reliefs in stone is the art of terra-cotta 
sculpture. Ashmole has pointed out the influence of 
coroplasts on sculptors as early as the fifth century 
B.C. Greater importance was placed on terra-cotta 
manufacture in southern Italy and Sicily than else- 
where in the Greek world. The western terra cottas 
are generally of higher quality and show greater origi- 
nality, particularly those of Taranto. 

Terra-cotta production in Taras was not limited to 
mold-made figurines. There are a number of examples 
of hand-modeled and large-scale figures. In a region 
which did not have its own marble quarries and had not 
begun to exploit its limestone, it is natural that these 
would often have taken the place of sculpture made 
from imported stone. Ап archaic naiskos was deco- 
rated with terra-cotta Nikai?? It has been suggested 
that two fragmentary figures of the classical period 
belonged on a building.?? "These, by the way, compare 
closely with the limestone sculptures from Group E 
and Group D, the seated Hades of the Underworld 
frieze (31), particularly in the treatment of the drapery. 

A number of parallels exist between terra-cotta figur- 
ines and Tarentine limestone sculpture. Most of the 
figurines are Apulian, and most of the sculptures are 
from groups belonging to the “Local” tradition. Com- 
pare, for example, a terra-cotta dancer from Egnazia ?? 
and the dancing Maenads frieze from Group N (269- 
272). They are equally graceful in movement and ех- 
travagant in costume, and in these respects surpass 
comparable figurines from Tanagra. Тһе rape ot 
Persephone pediment has much in common with a terra- 
cotta pediment said to have come from Tanagra.** The 
central group of Hades and Persephone is an ephe- 
drismos, a subject popular in terra cotta and rare in 
other media, despite the well-known marble groups 
from the fifth-century Hephaisteion in Athens. The 
running girls of the same pediment, with their slender 
proportions and ruffled drapery, bear a strong resem- 
blance to the Niobids from Canosan urns.** Тһе pedi- 


28 B. Ashmole, "Late Archaic and Early Classical Sculpture 
in Sicily and Southern Italy," РВА 20 (1934) : pp. 91 ff. 

29 L, von Matt, Grossgriechenland (Würzburg), figs. 186-187. 

зо Н. Hergejürgen, Die tarentinischen Terrakotten 6. bis 4. 
Jahrhunderts v. Chr. іт Antikenmuseum Basel (Basel, 1971), 
pp. 47-49, pls. 12-13. 

31 Bienkowski, Celts, pp. 85 ff., figs. 138-142. 

32 Bieber, fig. 556. 

33 Cf. catalog, n. 48 

3: Е. Pagenstecher, Niobiden (Leipzig, 1910), figs. 9-10. 
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ment, like the urns, is not concerned with Ше impres- 
sion each individual form makes—in both cases the 
figures are summary—but with the overall effect of 
massed and overlapping figures. 

Тһе warriors and horses in terra cotta, which sur- 
round Canosan urns, locked in close combat, move 
dramatically and with great freedom. “Their power- 
fully proportioned bodies are contorted in new expres- 
sions of suffering and violence. Тһе technique 1s rough 
and sure, the detail minimal. In a more modest format 
the terra-cotta sculptor has achieved effects very like 
those of the battle scenes of Group К. 

The terra-cotta sculptor is more obviously a copier 
and an imitator, not only of other terra-cotta sculptors 
but also of other art forms, of both painting and stone 
sculpture. Тһе terra cottas of Apulia have much in 
common with those of Tanagra, but they also have 
highly individual features. These are most apparent 
in the figures which decorate the urns of Canosa. 

In view of the available evidence, the most that can 
be said is that some Тагепіїпе stone sculpture and 
some Apulian terra-cotta sculpture reflect a local taste 
for dynamically realistic human figures and extrava- 
gant decorative effects in their arrangement. 


SCULPTORS AT WORK 


The technique of Tarentine sculptors, though in- 
fluenced by contacts with local coroplasts, painters, and 
toreutic artists, was also determined by two other fac- 
tors, the scale and the material. 


“SOFT STONE" 


АП the sculpture considered in this book is made of 
the same fine, white limestone (pietra tenera). Іп the 
scholarly literature as well as informal discussion there 
has been diversity of opinion about the origins and 
quality of the limestone employed for individual sculp- 
tures. Some has been described as harder, or more 
porous, whiter or yellower, and speculation on the 
location of Ше quarry has ranged from Martina 
Franca, to the north of Taranto, to the area of San 
Giorgio lonico, just to the east, and to Lecce and 
Ostuni near the Adriatic coast of Puglia. The differ- 
ence in the surface could be due simply to varied 
weathering and conditions of the 501] in which the 
sculpture was buried. According to local stone-workers?? 
there is only one quarry in all of Puglia which 
produces a fine white limestone like that employed in 
the sculptures and it is located at Carovigno near 
Ostuni ë in the province of Brindisi. “These quarries 
still produce the stone, known locally as “pietra bianca” 
which is used almost exclusively for funerary monu- 


35 Sig. A. Ferretti of the Soprintendenza has shared his wide 
experience with local stones. 

36 See Bartoccini, рр. 138 ff. uses the term pietra di Ostuni 
to describe the material of Tarentine limestone capitals. See 
also Wuilleumier, RA 6 ser 11 (1938) pp. 77 ff. 
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ments. It has the quality of being very easy to cut, 
but of drying out soon and becoming very hard and 
brittle. 

The nature of the stone suggests that it was cut in 
easily portable blocks of the right size for a frieze or 
capital and quickly transported to Taras (distant about 
50 kilometers, or three days at the most on a wagon) 
before it could dry out. It was carved still moist and 
soft, as an examination of the surface and many remain- 
ing tool marks should demonstrate. The region 
of Taranto itself produces only a stone, known locally 
as "tufo" (though it is sedimentary rather than vol- 
canic) which comes in three grades ranging from 
rough and friable to fine and relatively hard (cozzigno, 
mazzaro, and carparo). It is suitable for structures, 
but not sculpture, and it is the stone which was regu- 
larly employed for the purely architectural elements of 
the Tarentine naiskos—the ceilings, walls and columns, 
the walls and cover slabs of cist tombs and chamber 
tombs as well as their funerary couches and doors. 


RELIEF TECH NIQUES 


A single unfinished relief (381) gives a clear indica- 
tion of the technique employed by the sculptors of 
Taras. As in all ancient relief 37 the design was first 
drawn on the surface of the stone, and then material 
was cut away from the outline. If figures overlapped 
the design had to be redrawn. The background was 
first established, and only then was the detail worked. 
The partially finished (380) represents a later stage. 
Despite the softness of the material when it was carved 
and the often very high relief, there is very little indica- 
tion of patching. The arm of a warrior (192) was 
apparently worked separately and glued (?) in place. 
Other instances are invariably sculptures in-the-round, 
such as the head of the eagle in the Thalia acroterion 
(243), where a dowel was used. (This may, of course, 
have been a repair.) 

Many reliefs, both long friezes and shorter panels, 
are surrounded on four sides by a thin, plain border 
which projects as far as the figure. Sometimes the 
lower edge is worked to represent a natural groundline, 
as for example in (89). Only rarely does the figure 
project beyond this border. The hand of the warrior 
who wears an exomis (409) reaches outside and above 
the border. 

It is clear that the front surface of this border cor- 
responds approximately with what would have been 
the surface on which the relief design was drawn. 
The frame was an integral part of the design. Some- 
times, as in the case of (89) and the elaborately 
framed (31) and (88), the figure was made to fill all 
the space available. Thus the seated Hades and 


37 С. Bliimel, Greek Sculptors at Work (2nd ed., London, 
1969), pp. 70 ff. 

38 See Zancani, p. 109 ff. Adam, p. 80 ff. suggested that ce- 
ment was used when the dowel was not. 
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Persephone of (31) are unrealistically larger than 
Hermes and the standing figures of the Danaids. Most 
sculptors, however, seem to have interpreted the border 
less literally. Figures move in their own space, of 
which a part 15 surrounded by a frame. For example, 
only part of the helmet of (184) has been represented. 
The rest must be imagined. Likewise in (252) the 
figure reaches the top of the frame, but that permits 
only a section of the tree she is near to be represented. 

Some reliefs have only a lower border—(92) and 
(227) are examples—and it is often represented as a 
natural groundline. In the chronologically latest re- 
liefs, where the figures are almost in-the-round, the 
background serves primarily to support the figure, 
parts of the figure, as in (202), as well as the natural 
groundline on which they rest, extending above and 
beyond the background. “The effect produced by these 
figures would have been very close to that of appliqué. 

Tarentine sculptors produced nearly as much appliqué 
as relief. Though rarer in the early group, its popu- 
larity grew with time. Тһе technique, it might seem, 
should have been very close to that of sculpture in-the- 
round. “The figure or the group, however, was es- 
sentially a two-dimensional design. It was to be seen 
against a contrasting background, perhaps in another 
stone. Тһе three-dimensionality of the Peleus and 
Thetis group (30) is exceptional. Тһе back was left 
flat, though often some detail was worked. Compare 
the Troilos and Achilles group (306), an appliqué, 
with the Hades and Persephone acroterion (1). In 
neither case were the backs intended to be seen. Often, 
though, the back was left perfectly flat, with the saw 
marks still visible, or roughly rasped. 

The appliqué was fastened to the background by 
means of one or more dowels, as in (345), and it was 
also supported from below. Like the reliefs, a number 
of appliqué figures rest on groundlines. А Maenad 
(98) has her own separate base. Тһе base, whether 
separate or continuous, and supporting more than one 
figure, is found more frequently in the flatter composi- 
tion. “The rape of Persephone pediment (289) has not 
only a base but a limestone frame around all four sides. 
The perspectively rendered flowers of the cornice frame 
recall those of the reliefs (31) and (88)." Ап indica- 
tion that appliqué and relief technique were sometimes 
closely related can be seen by comparing two versions 
of the rape of a Leukippid, one in relief (253), the 
other an appliqué (255). 


TOOLS 


The softness of the stone employed by the sculptors 
clearly required a set of tools quite different from 


39 The influence of painters on both relief and appliqué is 
obvious here. Cf. a low limestone relief from a Tarentine 
chamber tomb (?) Neutsch, col. 246, fig. 38. “Where the 
perspective rendering of the floral design even more obviously 
parallels that on the vases. 
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those employed by the marble sculptor. “The hammer, 
for instance, and the claw chisel would probably have 
been unnecessary. “The small scale of Tarentine sculp- 
ture and its minute details would have required fine 
tools. Despite the suggestive similarities in detail 
found in small scale metal relief, it is clear that the 
sculptor did not borrow the basic tool of repoussé 
work, the punch. The stone had to be cut, not 
stunned, and cut quickly. 

To some extent it 15 necessary to theorize, but much 
information about the tools employed and their use 1s 
furnished by the numerous marks they have left on 
the suríace of the stone. 

Saw: A saw must have been used at the quarry, 
and again probably at the construction site in Taras to 
cut the blocks of limestone to the approximate size de- 
sired for the frieze or metopes of the naiskos. Тһе 
backs, and sometimes the top and bottom edges of the 
relief preserve the long, nearly parallel striations left 
by the saw. Іп the case of appliqués, like (346), it 
may have been used as well to cut the block in the gen- 
eral outline of the figure. 

Drill: 'The drill would have been used much more 
extensively than the remaining traces of it indicate. It 
was used to outline the figure * of "Elektra" in the 
Metropolitan relief (107). Marks of the tip can also 
be seen beside the lekythos. It was clearly used also 
to cut deep grooves in the drapery. Тһе tip can be 
seen again in the vertical folds over “Elektra's” left 
leg. In several instances (9) and (404—407) її 1s pos- 
sible to recognize the traces of the running drill, used 
to outline the figure against the background. It may 
also have been used in the drapery to produce the effect 
of nervous lines in the rape of a Leukippid relief (60). 
Ganymedes's hair seems to have been cut entirely by a 
drill moving continuously but unevenly over the sur- 
face of the stone.” 

Extensive use surely was made of the drill in high- 
relief sculpture, to free parts of figures entirely from 
the background, for example, the reins and legs of the 
horse in (202), or the Satyr's arm (194) and in 
undercutting the drapery, as in (203), (181), or (56). 
This use of the drill becomes more important in the 
chronologically later groups, where there 1s a marked 
shift to higher relief. It has left few obvious traces, 
and this would indicate that it was used in the pre- 
liminary blocking out of the figure, and not so much 
in the final stages. 

In appliqué work, the small spaces which separate 
arms and legs from bodies and the bases which support 


40 Casson, р. 234, for goldsmith's use of punch. See also 
Davidson, Hoffman, pp. 26 #. Adam, р. 3, believes the punch 
can be used on soft stone also. 

41 Adam, pp. 54 ff. on the drill used to outline figure and set 
it off from the background. Тһе running drill also was used 
in this way. Adam, p. 72. 

42 Adam, рр. 64 ff., on the date and uses of the running drill. 
Ridgway, p. 112, on the use of the drill in the hair. 
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figures could easily have been begun with a drill and 
finished with a knife or chisel and rasp. 

Flat-edged cutting tools: “There are clear traces 
in almost all the groups of a flat-edged cutting tool. 
In some, like Group E, it was the last tool to touch the 
surface of the drapery, in (75), (88) for example. In 
other cases, like (1) of Group A, її was used to cut 
away material, in a place where its marks would have 
been seen, between the horse's legs. The problem 1s 
in knowing whether it was driven with a mallet, or 
pushed by hand, or even drawn by hand. The stone 
was probably soft enough when fresh to be cut with a 
knife. Some surfaces, like the right leg of (406) 
look as though they had been whittled. Тһе sharp 
nicks across the legs of (442) suggest nothing so much 
as the notch a wood carver would make with two 
oblique strokes of his knife. A knife point may have 
been used on the features of the boxers' faces (258), 
and notching of anatomical divisions suggests that it 
was used there. In a number of cases like the arm of 
Peleus (30), it is impossible to say whether the flat 
surfaces were the result of a knife being drawn, or a 
chisel driven at a very wide angle over the surface of 
the stone. Тһе knife may also have served extensively 
in preliminary work, but these are the clearest instances 
of it on the surface. 

In most cases where sharp-edged tools have been 
employed, they have been driven or pushed deep into 
the stone. An example is Ше drapery of (101). “The 
sharp W-shaped troughs could only have been cut with 
a chisel, а gouge ог a burin ** pushed by hand. For 
the drapery of the Hermes relief (161) and the large 
reliefs from Via Umbria (199-207) a broad flat tool 
was required. It would also have been used to produce 
an even background plane, though finishing with the 
rasp, and abrasive, in all but a few cases has obliterated 
any trace. (194), (226), and (228) are exceptions. 

The scale of the work, in most cases, dictated the 
use of a small chisel or burin in the cutting of drapery 
folds and details. In the drapery, it was often not 
followed by an abrasive or rasp, and this is what gives 
the sharp-edged metallic effect to so much of the 
drapery. Ап outstanding example is (442), but such 
a treatment 15 typical of entire groups, of Groups Е, 
I, L, M, S, and U, and of a number of figures in 
Group В. This treatment of drapery, though common 
throughout the production of Tarentine sculpture, 
seems to have prevailed in the chronologically later 
groups and those characterized (see below) as “Local.” 


43 On the authority of Mr. Н. Hussey, sculptor and mason, 
at the department of Greek and Roman Antiquities, the British 
Museum. 

44 The flat chisel (but not the claw) was commonly used 
with soft stone, Adam, p. 18. А gouge is driven with a ham- 
mer; a burin, pushed by hand, Casson, p. 232. Casson, рр. 
189 ff., notes that both workers in soft stone and bronze-workers 
used a gouge, though of a different type. Тһе chisel was also 
one of the goldsmith's tools. Hoffmann, Davidson, p. 25. 
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The concave folds of (110-111) and (137) of Group 
F, seem to reveal a limited use of the gouge or bull- 
nosed ርከ1561*5 

A very fine chisel, or burin, was used extensively to 
cut detail. It is particularly noticeable in the hair 46 in 
the deep furrows of “Elektra’s” hair (107), in the shal- 
low sideburns of a warrior (20), as well as the mane 
of Troilos’s horse (306) though not in his, where a 
coarser tool was used, and in the remarkably delicate 
strands of a warrior’s helmet crest (182). Some detail 
may be too fine even for the instrument which carved 
these. Perhaps with a sharp awl, like a goldsmith’s,* 
the sculptor drew the detail on the still soft surface of 
the stone. The rich spiral design on a belt (36) could 
hardly have been made in another way. 

Rasp:*® This is the tool which has left the most 
obvious and unmistakable traces on the sculptures. It 
seems probable that the rasp may have been used, 
not merely to smooth, but also to remove the soft 
stone and shape the design. There are extensive traces 
of a coarse rasp on a number of reliefs, especially high 
reliefs in the chronologically later groups. In Group 
T, for instance, only on parts of the figures from the 
series of reliefs (404-407) have the rasp marks been 
removed. The background of reliefs have been coarsely 
rasped, and the marks deliberately left, it would seem, 
in contrast to the more carefully finished figures.*® See 
(161) of Group H. Was this perhaps to prepare the 
surface for paint? 

On the large relief (213) the figure has been coarsely 
rasped, but the background which has preserved its 
paint is smooth. Тһе only parts of the body which 
were painted appear to have been the hair, lips, and 
eyes. Similarly the rider’s chlamys (202), which 
surely would have been painted, was alone given a 
velvety surface. Coarse rasping of the body was clearly 
a stylistic device in Groups K and Q. Even the eyes 
of (203) and (213) were finished with it. The re- 
sults, especially in (203) are powerfully impressionistic. 

A finer rasp, perhaps a file, and abrasives were used 
to finish drapery. The extremely delicate chlamys of 
(181) would have required such a tool in the final 
stages, after the drill had roughed it out. A file may 


45 Casson, 192 ff., for the use of bull-nosed chisel in soft stone. 

46 Ridgway, p. 112, notes that the rendering of hair strands 
by channels of shadow, as well as the drilling of a furrow be- 
tween hair and cheek, is found generally in sculpture of the 
Hellenistic period. 

47 The awl was used by goldsmiths to punch holes. 
mann, Davidson, p. 24 ff. 

58 Н. Н. Coughlin, С. Singer, et al, A History of Technology 
(Oxford, 1954), pp. 613 ff., describes ancient saws and rasps. 

49 The opinion of Війте! and Casson has been challenged. 
There is no regular connection at all between parts (of sculp- 
ture) we know were colored and parts where rasp work has 
survived. Adam, р. 75. In the fourth century в.с. sculptors 
begin consciously to contrast the even texture of flesh and the 
slightly rougher drapery. Rasp work is also allowed to stand 
on the background. Adam, p. 77. 
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have been used to produce the broad, flat surfaces of 
drapery in (269-272). It was probably used also to 
produce sharp defining lines on the surface of the body, 
for example in (177). The most carefully finished 
surfaces are generally found in the chronologically 
earlier Groups C and D, and here the use of abrasives 
may be inferred. 


PAINT, DETAILS IN BRONZE 


Traces of the original polychromy have been found 
on a few Tarentine sculptures. The most extensive 
are оп the large relief (213).°° The background was 
painted blue with an upper border in yellow. The in- 
side of both shields were painted red with yellow rims 
and on the better-preserved one, blue spoke-like stripes 
radiate from the center and intersect the rim. One set 
of shield grips was yellow, the other blue. The war- 
rior's scabbard and the sword’s hilt were blue. His 
body (as remarked above) was left unpainted; only the 
eyes, lips, and hair were colored a reddish brown. The 
muzzle of a horse from the same complex (214) was 
apparently unpainted except for the inside of the 
nostrils. 

A head (21) from Group C preserves color, again a 
reddish brown on the hair and eyes." To judge from 
these examples, it would seem that the background 
detail such as armor and probably drapery, was painted, 
but that the body, except for eyes, mouth, and hair, was 
left the natural white color of the stone. 

Sparing use was made of ancillary detail іп bronze. 
A few examples: decoration inside the cymbal (382) 
in a Dionysiac thiasos, perhaps a weapon attached in- 
side the shield (199) in a battle relief, the sword (7) 
of the dancing Maenad (442), and the reins in the rape 
of Persephone acroterion (1). Generally, where the 
space was not great, the reins, despite their frailness, 
were carved in-the-round from the stone, as in (204). 


TRENDS IN SCULPTURAL STYLE IN TARAS 


The picture of Tarentine sculptural production 1s 
clarified after groups of sculptures of similar style and 
date have been differentiated. This basic information 
suffices for the description of trends, but a larger picture 
of development will merge only after links have been 
forged between groups. What did the distinctive 
personalities defined by the groups have in common? 
Are there underlying similarities which are shared and 
passed on to succeeding generations? 

One way of approaching the problem of relating the 
groups is to define traditions in the representation of 
drapery and anatomy of the sort which might have 
passed on from master to pupil or apprentice. The 
definitions will be as general as possible. The six 


50 Bernabo-Brea, p. 119. 
51 Bernabo-Brea, p. 70. 
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basic types of drapery are characterized as follows: 


Type 1: The material has both weight and substance. 
It serves to cover the body and does not extend be- 
yond it. It hangs down and is opaque. The interest 
in it is the pattern of linear folds which cast strong 
shadows. Groups A, B, F, and G have drapery of 
this type. 

Type II: The material is light and filmy. It covers 
the body, revealing much of what is underneath. This 
is its major interest. It often extends into space, 
blown back by the movement of the figure. The 
many small folds are a point in common with Type 
I, Groups C, D, and E. 

Type 111: Often the drapery is not employed to cover 
the body. It leads a life of its own. Like the hems 
and capes of Type II, it is blown about, but the 
effects are not naturalistic. Instead, it folds itself 
into innumerable pockets or plumelike swirls. Groups 
І апа J. 

Type IV: A thick material obscures entirely the forms 
of the body underneath. On female figures it is 
nearly always divided into three parts—a voluminous 
skirt, a top, cinched just under the breasts and falling 
in a heavy overfold around the waist, and a mantle 
which forms an arc behind the head. The mantle, a 
plumelike swirl in Type III, is given to fantastic 
extremes of independent movement. Groups L, M, 
O, P, Q, R, S, and T. 

Type V: This is a modification of Type IV. It simi- 
larly obscures the body, but the material is light and 
filmy. The patterns of light and shadow which it 
casts are more varied and interesting. Groups N 
and U. 

Type VI: This drapery has substance and ап inde- 
pendent existence. It encloses a volume of space 
and is adapted to three-dimensional figures. It adds 
to the effect without distracting attention from the 
figure. It has texture. Groups H and K. 


The five basic types of anatomy are: 


Type I: The proportions of the figures correspond 
closely to those for the fourth century B.c. in the rest 
of the Greek world, though the figures are perhaps 
shorter and the heads larger than those found, for 
example, оп Attic grave stelai. Anatomical detail is 
simplified and not accentuated. Groups A, B, F, G, 
and 1. 

Type 11: The figures are stockier than those of Type I 
and the head 15 smaller in relation to the rest of the 
body. The bodies and faces are fully fleshed. Con- 
siderable attention is paid to clarifying the divisions 
of the thorax. The “iliac crest” is strongly accentu- 
ated, which, together with hefty shoulders, gives the 
torso a triangular shape. There is a certain similarity 
in some of the figures to what 1s known of Skopas. 
This is particularly clear in the animated expressions. 


Groups C, D, E, and J. 
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Type III: This is a development of Type II. The 
body has been lengthened still further. The anatomi- 
cal divisions of the body have been accentuated even 
more, and seem abstract and lacking in vitality in 
many cases. Тһе triangularization of the thorax is 
extreme and has become a mannerism. The facial 
expression is often уар and stylized. Groups К, 
L, М, N, P, О, and T. 

Type IV: The body has been stretched out to the point 
where the figures often seem to be on stilts, an im- 
pression which is perhaps heightened by the strong 
diagonal compositions. Most are draped, but in 
the cases of the few males who are not, no particular 
interest in anatomical detail has been shown. It 15, 
however, more developed than Type I anatomy. 
Facial detail has been greatly simplified. Groups О, 
R, S, and U. 

Type V: The figure 15 fully fleshed and the proportions 
correspond to those of Type II. The bone structure, 
however, 15 not reflected on the surface. Тһе surface 
is composed of many interesting planes. Іп these 
respects it reflects what is known of Lysippos's 
treatment. In addition, there are strong chiaroscuro 
effects. Group H. 


Each group has been characterized by a drapery and 
and anatomy type. The results of this classification are 
contained in table 3. "This is no less subjective than 
assigning sculptures to groups. It is the broad pattern, 
not the details, which should be kept foremost. When 
the groups are associated on the basis of shared types, 
patterns of interrelationships become clear. When, 
further, the added dimension of time, e.g., the dates of 
the groups (see table 2), 1s considered, the skeleton of 
the history of stylistic development emerges. “The 
individual groups form larger associations determined 
by drapery and anatomy type and by chronology. 
These are, briefly, Groups A and B, Groups C, D, and 
E, Groups F and G, Group H, Groups I and J, Group 
K, Groups L, M, and N, Groups O, P, and OQ, and 
Groups R, S, T, and U. 

As 1s clear from table 2, the chronological extremes 
of the development are represented by two securely 
dated groups, Group А and Group К. Groups А 
through K also belong to a stylistic development 
which is quite distinct from that which can be traced in 
Group L through Group U. Тһе impression of Greek 
art on the mainland and in Asia Minor can be seen to 
be stronger on the one, while the other has a preference 
for symmetrical patterns, chiaroscuro effects, elongated 
figures, and florid drapery which undoubtedly reflects 
a local decorative taste. For the sake of convenience 
these two mainstreams of style have been referred to 
as “Hellenistic” and “Local.” Аз should also be clear 
from table 3, they overlap in time, and the “Local,” 
in fact, begins only a few years after the “Hellenistic” 
and probably lasts also until about 250 B.c. “This is 
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TABLE 3 


DRAPERY AND ANATOMY TYPES AND 
DATES OF THE GROUPS 


Dates of Group (see last 











Group Drapery Type | Anatomy Type column table 2) 
A I I са. 330 в.с. 
B I I 325-280 в.с. 
С II П 
D II II 325-280 в.с. 
E II 11 са. 325 в.с. 
Е І І 320-300 в.с. 
С І І са. 290 в.с. 
Н УІ У 
I III I 
J ЦІ П 
К УІ ПІ 295-250 в.с. 
L IV ПІ 330-275 в. с. 
М ГУ ЦІ 
М V ЦІ 325-280 в.с. 
О IV IV 325-275 в.с. 
P IV ПІ 
О ГУ ПІ 325-275 B.C. 
К IV 1V 310-280 B.C. 
S 1V IV 300-280 B.C. 
T IV ЦІ са. 280 B.C. 
С У IV before 250 B.c. 


the result of a detailed analysis of the interrelationship 
of the groups. 

At the beginning of the development stands Group 
А. It is composed of reliefs, appliqués, and figures in- 
the-round, representing for the most part female sub- 
jects. “Their drapery, simple and restrained, is com- 
posed of wide folds with rounded edges. Modeling folds 
and catenary folds 2? are intended to give the figures 
depth, but do not succeed unreservedly. Compositions 
too, for example, the rape of Persephone by Chariot 
(1), seem experimental. This group 1s one of the firmly 
dated ones, about 330 в.с. 

Group B, which may date a little later, contains 
largely nude male figures. It is linked to Group A by 
its simplified anatomical structure. When drapery has 
been preserved it is a chlamys composed of broad, sim- 
plified planes. It reacts to the figure’s swift movement 
by billowing out in back. А hint of this tendency can 
also be seen in the running girl (3) of Group A. 

Chronologically, the next stage in the development 
is represented by Groups C, D, and E. It does not 
follow obviously from the preceding but represents a 
new direction. Anatomy is carefully articulated, even 
in works of especially small scale like the Munich 
Underworld frieze (31) of Group D. The male body 
is muscular and full, with sharp divisions in the thorax 
and along the inguinal line. The feature of Group D 
which most obviously sets it off from the earlier work 
is the light, highly transparent drapery. The surface 
of the drapery of Thetis follows the lines of the body. 
It 15 broken up by numerous fine and varied folds. 


52 Carpenter, chap. 5, for a definition of the terms. 
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Where it does not touch the body it tends to fan out, 
emphasizing the direction and speed of movement of 
the figure. The Nike (35) 15 a particularly good 
example of this. 

Group E drapery utilizes the same patterns, but they 
seem mannered and the number of folds has been 
greatly diminished. Тһе overall effect 1s one of greater 
opaqueness, as can be observed in the Running Maen- 
ads. “The ends of the chitons of the women seated in 
Elysion (75) hang in heavy vertical folds, reflecting 
the influence, probably, of Group F. Group E is dated 
firmly about 325 в.с. Group D should be more or less 
contemporary (see appendix, Tomb 16). 

Contextural material does not indicate a date for 
Group C. An unusually skilled hand can be seen in 
the dying warrior in Amsterdam (20). There is care- 
ful anatomical detail, naturalistic surfaces, much expres- 
sion in the faces and transparent drapery. Perhaps 
Group C is the work of the innovator responsible for 
the trend. 

Groups F and G appear to continue the development, 
begun by Groups A and B, in the succeeding genera- 
tion. Group G has been dated reasonably well to about 
290 в.с. Group F is probably earlier, and provides 
continuity from Groups А to С. Тһе figures of the 
Metropolitan relief. (107) of Group F are a great 
advance over those of Groups А and B. The parts of 
the body are more clearly defined, but again there 15 
very little detail. Movement is slow, stately and held 
to a minimum. Intensity of feeling is conveyed by the 
dramatic gesture and the facial expression. Drapery 
in Group F covers the body but does not reveal it. 
The eye moves back and forth over the surface of the 
relief, caught up by patterns of intersecting diagonal 
lines, strong verticals and zig-zag edges. Тһе drapery 
of Group G is less abstractly linear than that of Group 
F. Its use of modeling and catenary curves goes back 
to Group А. Тһе figures are more truly three-dimen- 
sional than those of Group A. Тһе sense of depth, 
which was conveyed only by the drapery in Group A, 
is in Group G provided also by the composition. 

One of the least obviously homogeneous groups, 
because of the diversity of subject matter, scale and 
garment, is Group Н. It is consistently characterized 
by three-dimensional compositions in which the drapery 
plays an important role. In these respects it has much 
in common with Group С. It is impossible to say 
whether it preceded or followed, and there is no help 
from a dated tomb. 

Groups I and J have no anchor in time. Stylisti- 
cally, Group I is linked to Group A. The drapery is 
simple, consisting of wide, tubelike folds, but 1t reflects 
much more clearly the interaction of drapery and atmo- 
sphere which began with the running girl of Group A. 
An Amazon in Adolphseck (175) is an excellent ex- 
ample of how mannered and artificial this has become. 
The sculptor's delight in creating swirls and air bubbles 
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in the drapery, in giving inanimate material a life of its 
own, reaches a climax in Group J with the warrior in 
Amsterdam (181). This should be the mannerist 
phase in the development of light drapery, begun in 
Groups C, D, and E. Anatomically, the figures carry 
on the tradition of the well-developed males of Group 
C. It is tempting to think of them as forming a link 
between the realistic forms of Group C and the exag- 
gerated, over-muscled forms of Group K. 

The general stylistic movement which represents the 
human form and drapery in terms which are more or 
less familiar to one acquainted with sculpture in the 
major centers to the east in the fourth century B.C. 
ends with Group K, dated firmly to the period 275- 
250 p.c. Comparisons for it are few—not surprisingly, 
since few relief sculptures were produced elsewhere in 
the Greek world in the century and a half between 300 
and 160 в.с., between the Alexander Sarcophagus and 
the Great Altar at Pergamon. “This group 15 thus un- 
usually important for the history of Greek sculpture as 
a whole. Group K does not fit neatly into the devel- 
opment of Tarentine sculpture. It 1s both more original 
and more ambitious than anything undertaken before 
by a local sculptor. “There is a new exuberance in Ше 
compositions, and an exaggerated realism in the treat- 
ment of anatomy, both human and equine. А tendency 
towards this can, however, be seen in the well-muscled 
figures of Groups C and J. Тһе compositions with 
crowded battle scenes, figures moving in and out of 
the plane of the background, and strong contrasting 
torsions, owe little to precedent. Drapery 15 fully ma- 
terial, enclosing space and conveying a sense of volume 
and texture. It too seems to owe next to nothing to 
previous Tarentine usage. Тһе composition, drapery, 
and anatomy of Group K announce a new, Hellenistic, 
third-century spirit in Taras. 

The “Local” tradition begins with Groups L, M, and 
М. Тһе great interest in the decorative effects of 
drapery is immediately evident. The Orion frieze (222) 
of Group L is composed of figures who are weighed 
down by their drapery. Disembodied swirls ої it are 
spread out against the background. Movement and 
composition are completely symmetrical, with the human 
figure subordinate to these requirements. Anatomical 
detail and facial features are highly simplified at best. 
Often they are simply crude. Тһе standard expression 
із а vapid smile. Group М sculptors have a wider 
range. “There are frowns as well, but little effort 15 
made to differentiate situation or state of mind by 
means of the expression. “The thick drapery and the 
long butterfly chlamys, spread out against the back- 
ground, link Group M to Group L. 

In Group M there is even less substance to the figure. 
The human form of the Dancing Maenads (269-272) 
is inconsequential; it is absorbed by the great folds оі 
swirling drapery. Тһе concern of the sculptor is al- 
most entirely to create light and shadow and grace- 


VOL. 65, РТ. 7, 1975] 


fully interweaving patterns of rhythmical movement. 
The nude form of a warrior (273) 1s similarly abstract. 
This essentially decorative tradition in sculpture begins 
in the fourth century, probably just a few years after 
the “Hellenistic” style began. 

The beginning of Group N is securely dated about 
325 в.с. and it lasts approximately a generation, to 
about 290 в.с. “The “Local” "tradition is not a complete 
reaction to Ше “Hellenistic.” They have, in fact, 
much in common. Compare, for example, Ше ТһаПа 
capital of Group L (225) with the Nike of Group D 
(35). “These two groups were more or less contem- 
porary, and may very well have been influenced by one 
another, or by similar currents from outside. “The 
muscle-bound warrior of Group N is evidence of а 
Tarentine precedent for Group K anatomy. More 
generally, drapery which is interesting for its own sake 
and has a life, to some extent, independent of the figure, 
was an idea shared by sculptors of the “НеПешвис” 
tradition, of Group J. 

Representing a slightly later stage in the “Local” 
tradition are Groups О, P, and О. Неге the effects 
of intertwining forms, drapery, arms and legs, and 
strong shadows are heightened by the frequent use of 
the appliqué technique. Тһе rape of Persephone pedi- 
ment (289), one of the more extensive Tarentine pro- 
jects to survive, employs the rule of symmetry in com- 
position, as does the long Orion frieze (222) of Group 
L. The slender running girls find closer parallels 
in Group N. Groups Р and О are composed almost 
entirely of appliqués representing nude male figures. 
The anatomical type is related to that of Group C, 
with which they would have to be contemporaneous. 
Here, though, the proportions have been exaggerated. 
The muscles bulge more. The shape of the figure has 
been simplifed—the shoulders squared, the torso tri- 
angularized—but the planes which define its bone and 
muscle structure have geometricized forms as well. 
What was intended was not a naturalistic human form, 
but one in which light could play in interesting ways. 
The Hunters of Group Q (330), and to a lesser degree 
Achilles and Troilos of Group P (306), strive for 
decorative effects like those of Group O. 

The “Local” tradition lasts into the third century, 
and probably dies out with the “Hellenistic” about 250 
B.c. “To the last stage belong Groups К, 5, Т, and U. 
Group Т 15 securely dated about 250 B.c. Groups К 
and 5 are probably earlier and Group U possibly later. 
The small appliqués are most closely related to those 
of Group O. “The compositions are less complicated 
and the simple drapery of the Amazons (357) 15 
deeply and often crudely cut to cast strong shadows. 
Group R is one way in which the tendencies inherent 
in Group O might be developed. Group T would seem 
to be another, and apparently more successful, direc- 
поп. Group T sculptors worked on a relatively monu- 
mental scale. 'The geometricizing of drapery, as well 
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as of the human form, has advanced another stage in 
the series of metopes with warriors and women running 
in opposite directions (409-412). Тһе composition 
could hardly be more symmetrically balanced. 

The friezes of Group S are simplified versions of 
those of Group L. Composition is a monotonous series 
of interlocking diagonals; drapery too is based on the 
straight line. Тһе Thiasos frieze (382) 15 heir to the 
more imaginative Orion frieze (222). Зо the dates 
derived for the groups from the archaeological context 
would indicate. Тһе same relation apparently existed 
between Groups U and N, though the date of Group U 
is far from secure. The Maenad of Group U (442) is 
hidden under а mass of flowing drapery, but it 15 not 
curvilinear and filmy like that of the Dancing Maenads 
(269-272) of Group N. The surface has been broken up 
into short, sharp folds. А nude warrior from Group 
U (434) 15, in all points except the drapery, closely 
comparable to the warrior of Group N (273). The 
nervous, gouged-out drapery of Group U is strongly 
individualistic, but at the same time 1t 1s part of a wider 
trend in the "Local" tradition, paralleled in Groups R 
and S, toward more abstract forms and harsher effects 
of light and shadow. 

In summary, it becomes clear from the chronology 
of the groups that the period of most intense activity 
is the last thirty years of the fourth century B.c. and 
the first decades of the third. Both the “Hellenistic” 
and the “Local” traditions begin early in this period, 
about 330 в.с. or shortly thereafter, and thrive side by 
side throughout most of their existence. Productivity 
has diminished markedly by 275 в.с. Up to this point 
the “Hellenistic” tradition has borrowed and adapted 
from the forms of mid-fourth-century Greek sculpture. 
Over this same span of time persists the "Local" tradi- 
tion, which conceived of drapery as a playground for 
light and shadow and the human body as a shimmering 
appearance of contrasting small planes. Both played 
themselves out. Group К 15 the evidence for a revival 
in the “Hellenistic” tradition in the second quarter of 


the third century. It is very much up-to-date. Тһе 
traditional formulae have been discarded. In their 
place appears a dynamically realistic style. Likewise, 


in the “Local” tradition, some of the finest and most 
original work appears just before the end. 


IS THERE A TARENTINE STYLE? 


Tarentine sculptors could not have been unaware of 
the broad stylistic trends of the time. The reliefs of 
the “Hellenistic” tradition, for example, are advanced 
in their knowledge and use of space. Neither is the 
“Local” tradition the product of ignorance. If Taren- 
tine artists became isolated or provincial, it was after 
they had ceased to produce sculpture. 

This study has led thus far to the conclusions that 
there were a number of individual sculptural styles in 
Taras belonging to two loosely defined, coexisting tradi- 
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tions. What makes Tarentine sculpture as a whole 
different from sculpture elsewhere in the Mediterranean 
world? 

In the years 330-250 в.с., to which it can now be 
securely dated, there is little comparative material out- 
side of Taras. If relief sculpture continued as an im- 
portant branch of sculptural art elsewhere, then it has 
disappeared together with any record of 11.5% 

Since direct comparison with other relief 15 impos- 
sible, the underlying assumptions of the Tarentine 
sculptor must emerge from internal comparison. Those 
characteristics of style which are common to many of 
the reliefs and appliqués can be summarized under 
three headings. 

The geometricizing tendency: In all the groups there 
15 at least one sculptor with a strong sense for linear 
and chiaroscuro effects. Тһе drapery of the Louvre 
relief (110) of Group Е is flat and linear. Тһе inter- 
est of the sculptor was not so much іп representing 
real drapery as in creating a dramatic play of light 
and shadow through the use of line. The same tend- 
ency can be seen in the Dancing Maenads of Group N 
(269-272), which in other respects 15 totally unlike the 
Louvre relief. Неге the human form has been lost 
entirely in the interplay of light and shadow created by 
the strong diagonal slashes of drapery. Тһе Nereid of 
Group U (442) disappears in shimmering surface 
effects of light and shade. 

One sculptor of Group D (50) stands out for his 
crude and obsessively linear treatment of transparent 
drapery. It loses much of its transparency as a result. 
Still, there is little doubt that he 1s working under the 
influence of a master, like the sculptor of the Peleus 
and Thetis relief (30). Chiaroscuro effects are present 
here also, as is the geometry of line, but it 15 subtle, 
varied, and underplayed. 

This geometricizing tendency is apparent also in the 
treatment of human anatomy. Тһе male anatomy оі 
Groups C and H is especially fleshy, muscular, and 
curvilinear. The composition of Hermes (161) is strictly 
based on the triangle. His skin 15 made up of numer- 
ous small abstract planes. Тһе structure of the figures 
of Group С is based on a triangle—the shoulders form- 
ing, іп base and groin, the apex. “This structuring of 
the human form is exaggerated and made more ab- 
stract in Groups P, О, and T. 

The play of light and shadow is of great importance 
even with sculptors who attempt to represent the human 
body accurately, such as those of Group J. 

A fact of fundamental importance in determining 
style was the material at hand. The limestone em- 
ployed for the reliefs and appliqués was lighter, softer 
and much easier to work than marble, but lacked trans- 


53 Hanfmann, “Etruscan Reliefs,” pp. 45-57, has formulated 
a theory which attempts to trace the development of relief 
sculpture through this period, based primarily on reliefs from 
Taranto and Etruscan sarcophagi and urns. 
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parency and lustre. It could be deeply cut and per- 
mitted a variety of cuttings which marble could not 
support. “The sculptor, as a result, gave more impor- 
tance to chiaroscuro effects. 

Symmetrical composition: Figures in metopes, friezes, 
and pediments are composed using the principle of 
symmetry often around a central figure or group. This 
is true particularly of the "Local" style. In the Orion 
frieze of Group L (222), two female figures, heavily 
draped and isolated against the background, move out- 
ward from either side of a stationary nude male. “The 
extremes of the relief are occupied by two similar fe- 
males, who reverse the direction of movement. А 
rhythm is created by their movements and the chiaro- 
scuro effect of their drapery. Тһе sense of the scene 
has been subordinated to a decorative instinct. The 
same observation could be made about the rape оі 
Persephone pediment of Group О (289). Неге the 
motionless centerpiece is composed of three figures, 
forming a triangle. Тһе strongly diagonal movement 
of Ше maidens fleeing from either side 15 accentuated 
by the fussy linearity of their drapery. In the metopes 
of Group Т (409-412), the monotonous symmetry im- 
posed by the chiastic composition is relieved only by 
slight variations in the pose and drapery of the figures. 

Symmetry, though not quite so obviously, governs 
the composition of figures in Groups D and E, which 
belong to the “Hellenistic” style. In the Herakles and 
the Amazons frieze (88), the center is filled by а 
triangle formed by Herakles and his triple-bodied vic- 
tim. On either side of him, figures in capes rush out- 
wards. Оп the preserved extremity, the action tapers 
off. “The end is occupied by a stationary figure. “The 
same observations have been made about the Herakles 
in the Underworld frieze (31). It is clear that the 
symmetry has been reversed in the friezes of Groups 
D, E, and Г. Тһе quiet center is replaced by quiet 
ends. "Тһе chiastic composition of metopes, which was 
exaggerated in Group T, is found also in Group D 
(50). 

Spatial illusionism and landscape: Іп a large num- 
ber of Tarentine reliefs, the background 15 conceived 
as space. It may be filled or left void, but it 15 not ап 
inviolable plane which constrains the figures in a nar- 
row, essentially two-dimensional world. Іп nearly 
every stylistic group there 1s the presence of landscape. 
It is felt by the Tarentine sculptors as a proper, if not 
essential, component of the space in which his human 
figures move. It makes its appearance in both the 
“Local” and the “Hellenistic” traditions. The rock оп 
which the old man of Group H (160) is seated is a 
slightly more stylized prominence than those on which 
the inhabitants of Elysion in Group E (75-76) recline. 
The conception is the same. “They are made to slope 
and project, giving depth to the relief, as did the per- 
spective altar of the Metropolitan relief (107). 
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The sculptor of the Metropolitan relief has repre- 
sented the background as a wall to which objects are 
attached. Depth is given to the space in which the 
figures stand by the perspectively rendered altar. The 
influence of the painter on this sculptor is clear. 

In the Orion frieze of Group L (222), the bases of 
the statuettes are rendered perspectively and the 
groundline slopes strongly upward from the front 
plane of the relief to the background. А lower border 
in the Dancing Maenads frieze of Group N (269-272) 
has been replaced entirely by a natural groundline. 
Despite the very low relief of this frieze, it imparts a 
sense of space where the dancers can move freely over 
the terrain. It is a terrain without artificial borders. 
The artificiality of this world, however, is reasserted 
by the upper border. For the sculptor there are no 
plastic means for rendering the canopy of sky. Clearly 
this relief, more than the others, is an attempt to trans- 
plant nature into a decorative architectural frieze. А 
tree seems to act as a support for the wounded Greek 
in the pedimental Amazonomachy of Group E (92). It 
is, like the rocks, useful for humans. 

Landscape representation has another use in Group 
S (382). It sets the stage for the Dionysiac thiasos, 
the woods. It is not otherwise useful to the human 
actor, nor 1s it necessary as a space filler. 

The most comprehensive use of nature is to be found 
in crude appliqués of Group О. Неге the groundline 
is rocky. Тһе human figures, hunters, appear to be 
entangled in a leafy wood, and the trees are structurally 
essential as supports for them. Іп its spatial illusionism 
and intense interest in the natural settings Tarentine 
sculpture anticipates developments which became im- 
portant trends in later Hellenistic and Roman sculp- 
ture.?f 


CHART 2 
ATTRIBUTIONS TO INDIVIDUAL SCULPTORS 


The Chart is arranged so that the catalog numbers 
of sculptures the author believes to be by the same 
sculptor are arranged on a horizontal line. Ап inter- 
rogation point sets off those sculptures about which he 
is uncertain because of their incomplete preservation or 
lack of distinguishing detail. 


Group A 
| 5:72 7 
4, 5,6 
Group B 


8,9: ? 10, 19 
11,12, 18 

13 

14, 15, 17; ? 16 


54 Т anglotz, Atti 10 Convegno, рр. 244 ff. 
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Group C 


20; 21, 22,.23, 24, 25: 29 
26, 27 
28 


Group D 


30 

31, 32, 33 ; ? 34, 39, 43 
35; ? 36, 38 

37; ? 46 

40, 41, 42 

44, 45; ? 50, 51, 52, 53 
47; ? 48, 49 

54 

55, 56, 57; ? 58, 59 
60, 61 

62 

63; ?64 

65, 66, 68; ? 67, 69 
7/0. 71. 72.73.74 


Group Е 


/5, 76, 77; ? 78, 79, 80, 81, 82, 85, 86, 87 
83; ? 84 

88; 292,93, 94, 95, 96, 97, 106 

89, 90; 291 

98, 99, 100, 101, 102; ? 104 

103; ? 105 


Group F 


107, 108, 121; ? 122, 124, 125, 127, 128, 129, 130, 136, 
138, 142, 143 

109, 110, 111, 112, 113, 114; ? 115, 116, 117, 120, 123, 

133 

118 

2119; 2 135 

131, 132 

137; 2141 


Group С 


144, 145, 146, 147; 2 152, 154, 156 
148, 149, 15/ 

150,151; ? 155 

? 158, 159 


Group H 

160; ? 161, 162, 163, 164, 165, 166, 167 
Group I 

168, 169; ? 170, 171, 177, 178, 179 
172, 173; ? 174 


175 
? 176, 180 
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Group J 


181, 182, 183, 187 ; ? 186, 196 

194 

185 

188; ? 189, 190, 191, 192, 193, 194, 195, 197, 198 


Стоир К 


199-212; ? 221 
213-215, 216, 217 
218, 219; ? 220 


Стоир І, 

222, 225, 226, 227, 228, 229; ? 230, 235, 237, 238, 240 
223, 224, 231; ? 236 

232-233 

234 

243; ? 239, 242 

246,247; ? 248,249 


Стоир М 


250,251; ?253, 254, 257, 258, 260, 261 
252,259 

255; ? 256, 265, 268 

262, 263, 266 

? 264, 267 


Group N 


269-272, 273, 274, 275, 276; ? 284, 285, 287, 288 
277; ? 278 

279, 280, 281; ? 282, 283 

286 


Стоир О 


289, 290; ? 297, 298, 301, 305 
291, 292, 293, 294 

? 295, 296 

299, 300 

302-304 


Group Р 


306, 307, 308, 315; ? 309, 310, 311, 312, 313, 318, 319, 
320, 321, 322, 323, 324, 325, 326 
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314 
316, 317 
? 327, 328 


Group Q 


330, 331, 332; ? 334, 335, 336, 338, 343, 344 
353: 7397 

339, 342 

340, 341; ? 345 


Group R 


346-348, 351; ? 349, 350, 353, 380 
352; ? 354, 356, 357, 360 

355; ? 356, 365, 366, 368, 370 

357, 358, 359, 363, 364; ? 361, 362, 379 
367, 372 

360, 371, 374, 375, 376, 377 

? 378, 381 


Group S 


382, 383, 385; ? 384, 389—391, 392, 396, 397, 398 
399 

386, 387, 388 

393; ? 400 

394, 395; ? 401-402, 403 


Group T 


404; ? 420 

405, 409, 412, 414; ? 421 
406, 407 

408 

410, 411, 419 

413 

415, 416 

417, 418 


Group U 


422; ? 423, 431, 434, 435, 436-437, 438, 439 
424 ; ? 433, 441, 442 

426, 427, 428 ; ? 429, 430, 440 

432 

? 425 


PART ПІ 
CATALOG* 
GROUP A. Ca.330 B.C. 


1. Inv. 117514, Plates 1, 2a-d 
Tomb 26, ca. 330 в.с. 


H. 36, W. 22.5, D. 20. Headless male and female 
in a chariot, in-the-round. "The female turns sharply 
to her left. Нег missing right arm would have ex- 
tended outward in a gesture of supplication. With her 
left hand she grips the left corner of the chariot's front 
railing. Тһе corresponding corner on the right has 
been broken away. The male, bent slightly forward 
over Ше railing, was holding the reins of bronze (7) in 
his outstretched, now missing right hand. His left arm, 
visible in back, and only partially represented, held the 
female. Both figures are draped—he in a himation 
which covers his left shoulder; she in a sleeveless chi- 
ton, with a himation over her left shoulder and arm. 
It crosses the front of her body under her arm and 
comes out in a twisted swathe under her left arm. The 
front railing was divided in the center. Both sides of 
the chariot preserve the upturned side railings, through 
which, on the side of the female figure, drapery folds 
can be seen. More reins must have been attached to 
the chariot at the small holes in the center of the rail- 
ing, as the charioteer’s left hand was busy elsewhere. 
The hind legs of the two yoke horses can be seen in the 
front view. Оп the right side, the tail of one horse 
appears in relief, and there are vestiges of the trace 
horses’ tails beside the front edge of both wheels. The 
team appears to have been standing quietly. Clearly a 
four-horse team was represented and it 15 one of the 
few remaining examples in Greek art of a chariot group 


*'The following abbreviations are used throughout the cata- 
log: Inv. alone stands for the Inventory Number of the 
National Museum, Taranto. Тһе date in parenthesis after Art 
Market or a private collection is the date at which the sculpture 
was seen on the market. (When this is not available it is the 
date of publication.) The Tomb, Well, Cistern, Area numbers 
refer to their order in the appendix. There and also in 
table 1 their proper museum designation can be found. H., W., 
D. stand for the total height, width and depth of the sculpture 
in centimeters. Тһе letter abbreviations given below refer to 
the works most frequently encountered. Full titles and refer- 
ences to other authors will be found in the selected short title 
bibliography at the end of the book. 

| Bernabò-Brea 


B-B “Тагапіо” Bernabò-Brea, “Taranto” 
C 14, 16 Cahn, 14, 16 

C 17, 18, 26, 40 Cahn, 17, 18, 26, 40 

С (1972) Саһп (1972) 

К Klumbach 

P Ponger 

S Stenico 

УМ von Mercklin 

W Wuilleumier 


W "Sculpture" Wuilleumier, “Sculpture” 
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in-the-round. “The group may well have been the cen- 
tral acroterion of a naiskos. “The back 15 flat and sum- 
marily worked. Іп the bottom two large holes, of 
which one 1s visible in the back view, would have been 
used for fastening pins. Атопе surviving pediments 
of naiskoi from the necropolis several have preserved 
platforms with dowel holes at the apex of the gable. 
Abduction is the subject, as the gestures of both figures 
make clear. It is in all probability Hades’ rape оі 
Persephone. Тһе chariot, though not present in all 
representations, was employed by Apulian vase painters 
of the rape of Persephone.! 

This group, among the earliest limestone sculptures 
to decorate a naiskos, represents a crucial moment in a 
myth of the greatest importance in the religion of 
Magna Grecia. It does so dramatically апа with 
dignity. Hades has his bride-to-be in the chariot, but 
the team waits for the signal to be off. Hades leans 
forward to give it, while Persephone twists to beg for 
help from her mother or her friends. “This is quite 
different in spirit from the scene as treated by Apulian 
vase painters with wildly careering chariot. Іп con- 
trast to vase painting and to other sculptures, is 
the style of the drapery. It 1s starkly simple, covering, 
but not calling attention to itself. Тһе folds are large 
and rather coarsely finished. “They run parallel to one 
another and complement the movement of the figures. 
Those over Persephone's breast have more variety and 
there is even some transparency, while those in back, 
though they would not have been visible, have been 
rendered conscientiously. Hades draws his himation 
over Persephone's. 


1Cf. a volute crater by the Iliupersis painter in the British 
Museum. Walters, ВМИС 4: pp. 131-132, no. Е 277, illus- 
trated by Schauenburg “Totengotter,” fig. 5. “That this is 
rape and not the return by chariot of Persephone to the upper 
world, or the arrival of the divine couple in the Underworld 
(as scholars have interpreted a number of vases showing 
Hades and Persephone in a chariot, Schauenburg, ibid., p. 61) 
із indicated by Persephone's gesture of supplication. Тһе 
moment chosen, and the overall composition, are paralleled in 
the terra-cotta plaques from Locri representing the rape of 
Persephone. Prickner, pp. 68 ff. fig. 11, рі. 12, 1, 3-5, but 
also pl. 14, 5 for the horses and рі. 14.4 for simple drapery 
comparable to the Tarentine. The rape of the Leukippids was 
also carried out, using chariots, but such scenes are much 
rarer and the Dioskouri do not normally wear himatia. Тһе 
hole in the center rail of the chariot probably held reins. Cf. 
the reins tied to the top rail at the middle bar of the chariot 
of Apollo on an Apulian volute crater by the Baltimore 
painter іп Sichtermann, р. 51, pl. 123, К. 73. Тһе trace of 
the outside horse was attached to the body of the chariot but 
probably at the level of the axle. Daremberg-Saglio, p. 1635 
ff. sub "currus." 
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In his treatment of the drapery the sculptor of the 
Hades and Persephone group reveals a strong affinity 
to the sculptors of several other more conventional 
figures. 


2. Inv. 110689, Plate 3a 
Tomb 21 


H. 21, W. 15, D. 85. A seated woman, deprived 
of her head, part of her shoulders and feet, 15 seated 
on a plain bench. She wears a chiton and over it 
a himation which has slipped down around her waist. 
To her left are traces of a second, draped figure. Тһе 
flat back of the sculpture suggests that it was worked 
separately and applied to a background. Тһе subject, 
as in a relief of Group Е (75), is perhaps a mourner, 
possibly from a scene of Elysion. A funeral banqueter 
should be ruled out. Тһе bench would have had orna- 
mentation and the figure would not have been so 
frontal and erect. 

The drapery of this seated figure 15 clearly very 
closely related to that of Hades and Persephone (1). 
Here the figure is in repose and the encircling folds of 
the himation fall more loosely. “They twist over each 
other in such a way as to model the lower torso and 
give it depth. The tendency to twist can be seen in the 
himation under Persephone's arm. Here also the 
drapery is generally opaque with a few broad, some- 
times flat-topped folds, treated in a similarly rough 
way. Compare in particular the folds which fan out 
from the seated figure's left knee with those which start 
from Hades' hip. In general plan Ше drapery of this 
figure looks forward to that of several in Group G in 
its use of long uninterrupted folds between the legs and 
modeling folds around the waist. Compare for ex- 
ample (144). “The differences are primarily in the 
texture of the material, which is considerably heavier 
here, and less revealing, and in the action of the atmos- 
phere on the drapery, which fills it out. In this respect 
it compares also with Group I drapery. 


3. Inv. missing. Plate 3b 
Via Giovan Giovane, Taranto (1953). 


H. 25, W. 13, D. 7. A female figure in sleeveless 
chiton and himation runs toward her left. Нег head, 
right arm, and right foot are missing, as is part of the 
inclined base. А trace of her hair remains just above 
her left shoulder. Her head turns in the direction 
from which she flees. Тһе back of the figure 15 flat, 
but worked. “This, and the hole in the base, strongly 
suggests that she was a left corner acroterion. Lime- 
stone pediments of naiskoi in the Museum at Taranto 
have raised platforms at the corners and dowel holes 
of the right dimensions for figures like this. А Niobid? 
The hand clasped on the breast would indicate this, 
though in a pedimental relief (289) one of the friends 
of Persephone appears also to clutch at her breast. She 
might, then represent one of the friends of Persephone, 
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who flees in horror at the appearance of Hades. И 
this 1s the case, a central acroterion would undoubtedly 
have figured the abduction. 

The disposition of chiton and himation is the same 
as that of the seated woman (2), except that here the 
chiton is not cinched around the waist and the himation 
covers the left shoulder. The diagonal folds are 
stretched into almost straight lines to show the swift 
leftward movement of the figure. Тһе horizontal folds 
over the right thigh are very similar to those of the 
seated woman. Опе major difference is that here the 
folds are more round and more carefully executed. 
They have the effect of greater transparency. Still 
closer comparisons with the Persephone (1) are the 
similar horizontal folds around the waist, those which 
encircle the left hand, the very shallow carving of the 
chiton around the neck, and the spacing of the folds. 
Their surface design is nearly identical. It is very 
probable that the fleeing maiden (3) and perhaps also 
the seated woman (2) are by the hand which carved 
the Hades and Persephone group (1). Were it not 
for the widely separated findspots it might well have 
been argued that they formed the central and side 
acroteria of the same naiskos. 


4. Inv. 115240. Plate 3c. 
Area 25 


Н. 13.5, W. 9.5, D. 7. А headless figure of a female 
in very low relief. Нег body to the waist is shown in 
profile, while her upper torso is frontal. Нег head, 
now missing, was turned back in the direction from 
which she flees. А section of himation, used like a 
chlamys, was lightly engraved on the background and 
forms an arc behind her. The surface is badly weathered 
The subject may be a Niobid, one of Persephone's 
friends, or perhaps a Maenad. Нег right arm, which 
was clearly extended in the direction of movement, may 
well have held a thyrsos. 

The sculpture is the least carefully executed of those 
discussed in Group А. Тһе best parallel for the sweep 
of the drapery and its adherence to the legs and the 
general attitude is the fleeing maiden (3). The crudely 
carved, shallow, and flat-edged folds compare with 
those of the seated woman (2). These comparisons 
leave room, however, for an important contrast. “The 
drapery of this figure, especially the curving, wind- 
blown folds between the legs and those fanning out 
behind, is much freer. It has more life. 

Though it is possible to place the figure in this group, 
it 15 different enough from the other members to sug- 
gest a transition to later groups (e.g. Group O) and a 
more mannered style. 


5. Inv. 115241. 
5-6 from Area 25. 


H. 14, W. 19, D. 7.5. Lower edge of a relief panel 
with the legs, to the knee, of a frontal male ( ?). 


САТАГОС 
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6. Inv. 115242. 


H. 14.5, D. 5. Section of relief with the crossed, 
draped legs, preserved from the waist to the ankle, of 
a female figure who moves to the right. 

The drapery of this small fragment (6) 15 clearly 
related to that of (3) and (4). It 1s probable that both 
(5) and (6) decorated the same monument as (4) 
and were by the same hand. 


7. Inv. 112. 
B-B, p. 42, fig. 27. 


A badly damaged relief with the draped torso of a 
seated female figure who rests her left arm on the back 
of a chair. Тһе folds of her high-girt chiton are drawn 
in like those of (2). “They are also flat-topped with 
sharply-incised troughs. Perhaps by the same hand as 
(2), but certainly not one of his better works. 


GROUP B. 325-280 B.C. 


8. Inv. 117914. Plates 3d, 4a-b. 
8-9 from Cistern 27, Before 250 в.с. 


Н. 17.5, W. 15.5, D. 67. Тһе head, upper torso, 
and right arm of a female in a sleeveless chiton. Іп 
her right hand she holds the hilt of a sword, or a 
curved axe handle, over rich, curly hair which falls 
down over her left shoulder. Her nose is broken. 
Across her breast is the arm of another figure, pre- 
served from the elbow to the joints of the fingers. The 
mass of drapery attached to the female's raised arm 
probably belongs to him. Ап Amazon was represented, 
about to deliver the coup-de-grace to her male adver- 
sary, who extends his arm in a gesture of supplication. 
Тһе marks of the rasp сап be seen on the surface. The 
back is roughly worked. Тһе sculpture was designed 
to be applied to a background. 

The Amazon is best seen in three-quarter view from 
the left where the graceful curves of arm and shoulder 
are brought out. Her simple drapery links this figure 
to the Persephone (1) of Group A. The oval face, 
deeply shadowed lower lip and clump of drapery be- 
hind the head are characteristic of the Group. Com- 
pare (12). Group I, especially (108), also provides 
some parallels for the curly hair, falling down the back, 
and the sweet expression. In Group B the eyes are 
less expressive and less carefully executed than those 
of Group I. "Their outline is similar, but the eyeball 
itself is represented and made to protrude from the 
socket. Тһе brow 15 low, triangular, and sloping. 


9. Inv. 117915. Plate 4c. 


Н. 8.8, W. 5, D. 62. Torso and head of a male 
wearing only a chlamys, in relief. Тһе face is badly 
damaged. Тһе right arm 15 broken above the elbow, 
and just a trace of the left, in low relief, remains. Тһе 
hair was thick and curly. Тһе figure moves rapidly 
toward the right and there is a torsion of the body in 
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that direction. Тһе hips are in three-quarters, the head 
more nearly in profile. The figure seems to emerge 
from the background. Тһе surface of the body shows 
tool marks like those of (8). 

The stocky proportions of the body and the sweeping 
chlamys are similar to those of the Amazon (8). 
Rounded cheeks, sloping brow, and the eyes link the 
two more closely. “The warrior, found together with 
(8), 1s probably by the same hand and from the same 
monument, 

In his use of broad, simple planes, with a minimum 
of anatomical detail, the sculptor shows an affinity to 
the sculptor of Hades (1). Оп the other hand, sur- 
face anatomical treatment of this relief figure is nearly 
identical to that of the appliqués (14) and (15). Transi- 
tions are smooth and unexaggerated. Note particularly 
the correspondence in the forms of the arm with (14). 
The shoulder is round and smooth; the biceps bulge 


slightly. The arm grows narrower just below the 
shoulder. Another similarity with these figures is the 
chlamys. From what remains on the relief, it would 


appear to have curved around in a torsion counter to 
the movement of the body. “This was the case in the 
appliqués. 


10. Inv. 206. B-B, p. 73, fig. 51. 


The head of a wounded Amazon in relief wearing an 
Attic helmet, perhaps by the same hand as (8). Тһе 
eyes are deeply set in the sockets and the mouth 15 
more sharply turned down, but the shape of the brow 
and the proportions of the face are the same. 


11. Milan, Art Market (1963). Plate 4d. 
S, p. 26, pl. 10, no. 17. 


Granted that the hair and rounder face of this large- 
scale figure in-the-round are quite different from the 
Amazon discussed above, there are points which tally 
very closely, in particular, the treatment of the eyes 
and mouth. Note that the nose and neck have been 
restored in plaster. The brow, however, widens more 
at the outside corner. “The head may have belonged 
to an under-life-sized free-standing figure, perhaps a 
servant girl. If not by the sculptor of (8), then by 
a related hand. 


12. Kassel, Collection of Prince Philipp von Hessen 
(1938). 
Neugebauer, p. 14, pl. 11, no. 21. 


An Amazon moves rightward. Нег sleeveless chiton 
was fastened over her left shoulder. Her head has the 
same pathetic cast as the Taranto Amazon (8) and the 
same heavy drapery over her head. Тһе face is oval 
in shape and the hair carefully parted. It is a coarser 
face. Its flatness, as well as the almond-shaped and 
slightly bulging eyes, find close comparison in the 
preceding head (11). Нег chiton 1s considerably finer 
than that of the other figures of this group. Probably 
by the sculptor of (11). 
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13. Milan, Art Market (1963). Plate 5a. 
S, рр. 25-26, pl. 10, no. 16 


This fragmentary group, Thalia being abducted by 
Zeus in eagle form ? (Stenico suggests Ganymede, but 
the figure has breasts and wears a chiton), was prob- 
ably the central acroterion of a naiskos. She has been 
given a fine expression and a delicately proportioned 
face. It is an expression of surprise and pleasure, 
rather than agony, as in the vase representation of this 
subject. The brows are pronounced and the hair 
brought back in careful waves like the Amazon (12). 
By a different but related sculptor. 


14. Inv. 110108. Plate 5b. 
Tomb 16, 325-280 в.с. 


Н. 124, W. 13.5, D. 6. A nearly in-the-round torso 
of a male figure. It is headless. The right arm, broken 
at the elbow, is pressed close across the stomach. A 
chlamys curves around the back and was fastened by a 
clasp, now destroyed. Under the chlamys and across 
the left side of the torso runs a bifurcated sword belt. 
The projecting stump on the left side is the hilt of the 
sword. The left arm would have been raised, probably 
with shield, for protection. | 

The stylistic characteristics of this sculpture are a 
simplified but well defined anatomy and powerful, freely 
moving drapery. Тһе breast muscles and divisions of 
the thorax are obvious but not exaggerated. “They are 
symmetrical, and do not reflect the movement of the 
figure—a vigorous torsion to the left. Тһе massive 
drapery with its simple, deeply gouged folds does, how- 
ever, make a single sweeping, counterclockwise move- 
ment which complements the movement of the body. 


15. Inv. 121353. Plate 5c. 
Tomb 31. 


Н. 9, W. 13.5 A torso of a warrior with а chlamys 
over the shoulders. Те break occurred where the rib 
cage begins. Nothing but the stumps of the arms 
survives. Тһе left was extended outward, probably 
also bearing a shield, and the right arm seems to have 
pointed to the right. Тһе thick chlamys is broken off 
very close to the body. It was fastened in front, prob- 
ably by a brooch, now missing. 

This and the preceding figure are nearly mirror 
images. Тһе similarities in anatomy are obvious. Тһе 
drapery, as it rests on the shoulders, is composed of 
very similar thick, curving folds. Here, perhaps, it is 
less windblown. There can be little doubt that the two 
sculptures are by the same hand. 


? Cf. a fragment of an Apulian vase with this subject. L. 
Curtius, "Thalia," Scritti іп onore di Bartolomeo Модата 
(Vatican City, 1937) pp. 105 ff., pls. 13-14. That the robber 
was thought to be Zeus in eagle form, not just his messenger, 
is evidence оп an amphora from Nola where over his head is 
a radiate nimbus. Trendall, Paestan, р. 84, fig. 49. 
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16. Inv. 111420. Plate 5d. 
Tomb 22, 325-300 B.C. 


Н. 20, W. 17. This large, nude torso was attached 
to a background. Тһе head and arms are missing en- 
tirely. The left arm was probably extended leftward 
and lowered, the right raised. Enough of the lower 
torso is preserved to make it certain that the figure was 
nude below the waist. Тһе mantle, an animal skin ( ?), 
is knotted and appears, from the traces on the right 
side, to have fallen more or less straight down the back, 
though the surface is heavily encrusted. The marks of 
a fine-toothed rasp can be seen beside the right breast. 
Despite the very prominent breasts, the nudity of the 
hgure, thick waist and drapery would seem to indicate 
that it was male. The knot seems to belong to a leonte 
and it is possible that either a youthful Herakles or 
Dionysos is the subject. Taras never lost its strong 
feeling for and connection with its mother city. In a 
Spartan context it would not be strange, however, for 
a woman to appear dressed like a man. The figure 
might represent Omphale or the eponymous nymph 
satyra, who was the mistress of Poseidon, or, for that 
matter, Thetis, a favorite subject in Tarentine art. 
Skylla is also represented as nude and thick-waisted in 
both Tarentine sculpture and in Apulian vase paintings. 
Compare (28). 

This sculpture is difficult to place. What evidence 
there is, however, points strongly to Group B as its 
proper ambience. The anatomy is simplified. The 
planes are broad and the divisions played down, though 
two ribs on the right side are indicated. Тһе rib-cage 
line and division of the thorax are close to (15). It 
may be by the same hand. 


17. Inv. 102883. Plate 5e. 
Well 11. 


H. 11.2, W. 7.3. Fragment of a nude male torso 
and thighs from an appliqué. The chlamys, pinned on 
the right shoulder, 15 drawn straight across the chest 
to the left. A bifurcated sword belt crosses the torso 
diagonally from the left shoulder. Pubic hair in low 
relief. The right leg was extended slightly to the right 
and is in three-quarters, while the left is frontal. Calm 
and deliberate movement to the right is indicated. 

The breast and ribs are close to those of (15). 
Anatomical divisions are played down generally, except 
for the prominent Шас crest, for which the only possible 
comparison is (9). 'The chlamys, with its simple sharp- 
edged folds, is like that of (14). Clearly the appliqué 
is closer to (14) and (15) than (9) and it is probably 
by the same hand. 


3A figure of strong masculine appearance, who must be 
female, appears on one of the early coins of Taranto, H. A. 
Cahn, "Early Tarentine Coinage," Essays in Greek Coinage 
presented to Stanley Robinson (eds. С. М. Kraay and С. К. 
Jenkins, Oxford, 1968), p. 70. 
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18. Amsterdam, Inv. 1601. 
P, p. 35f., pl. 16, no. 72; К, p. 20, рі. 18, no. 97. 


Compare this disembodied head with (11). The 
hair is drawn back in similar, but more simplified 
waves. Тһе shape of eye, lid, and brow 15 nearly 
identical. 


19. Inv. 18. 
B-B, p. 229, fig. 217. 


Fragmentary winged figure on a section of capital. 
The general conception and details of the eye, mouth 
and hair accord with the work of the sculptor of (8). 


GROUP C 


20. Amsterdam, Inv. 1590. Plate 6a-b. 


K, pp. 4-5, 70, pl. 5, no. 17; W, p. 299, pl. 13, 2; P, pp. 28- 
20, pl. 12, no. 55. 


A nude warrior, or perhaps a Niobid, in high relief 
slumps backwards, his head nearly profile, his torso 
twisting out toward the spectator, his weight supported 
on his right arm and by the right hand of the other 
figure, whose fingers are visible behind his neck. Тһе 
disembodied leg between the warrior and the back- 
ground also belongs to this second figure. The move- 
ment of the head and neck is along another axis. His 
head lolls back more nearly parallel to the groundline 
and at a greater angle to the background plane. Іп- 
deed, he seems to ignore the background plane entirely. 
The complicated torsions of this figure writhing in pain 
15 evidence of the scuptor's great freedom and assurance 
in the representation of movement in space. 

The body of the fallen figure is robust and well pro- 
portioned. Тһе muscles of the thigh, abdomen, and 
neck are clearly indicated, and the transition from one 
plane to the next is smooth and fluid. “This is particu- 
larly evident around the right shoulder and collar bone. 
His expression, though partly obliterated, is perfectly 
suited to the condition of his body. Тһе brow is fur- 
rowed; the eyes with engraved pupils roll back and are 
deeply sunk beside the nose; the lips, probably parted ; 
and the cheeks, slightly drawn. “This powerful, realistic 
anatomy sets him off strikingly from both Groups A 
and B. The sculptor's careful treatment of detail alone 
—the wavy hair and sideburns of the wounded man 
and the vein in the leg of the other figure—singles him 


out among the sculptors so far considered, as the most 
skilled.* 


4 There аге few, if any, comparable reliefs in or outside of 
Taranto. Klumbach, p. 70, compares it to the work of Skopas, 
and he is justified in maintaining that the expression shows 
the influence of Skopas. Аз for the rest of the figure, there 
are no really close parallels on slabs from the east side of the 
Mausoleum Frieze often attributed to Skopas. Rumpf. pp. 470 
ft, noted a similarity between two Tarentine reliefs now in 
Amsterdam (181) and Budapest (56) and the Siris lamina in the 
British Museum, BM BC, pp. 39-40, pl. 8. As far as composi- 
tion, the treatment of anatomy, and the clear delineation of 
details are concerned, the lamina compare as well, if not better, 
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21. Inv. 80. Plate бс. 
B-B, pp. 69-70, figs. 46-47. 


An extremely fine head of a Niobid (?) іп relief 
with a crown set in the midst of long delicate curls is 
almost certainly by the sculptor of the wounded youth 
(20). The treatment of the eyes, with iris and pupils 
incised, damaged їп the case of (20), 1s so rare that it 
can be considered a signature. The two horizontal 
lines around the swelling neck appear only on these and 


(27). 


22. Inv. 17102: 
B-B, p. 149, fig. 105. 


The smooth transitions and unexaggerated realism 
of the powerful, twisting torso are strong indications 
that it 15 a fragmentary work by the sculptor of (20). 


23. Inv. 207. 
B-B, p. 149, fig. 106. 


A carefully and accurately modeled upper leg and 
knee are all that remain of a similar warrior. It may 
also be a work of the sculptor of (20). Compare the 
knee of the second warrior on the relief. 


24. Amsterdam, Inv. 1591. Plate 7a. 
K, p. 5, pl. 5, no. 18, P, p. pl. 12, no. 56. 


This relief of a warrior, his left arm wrapped in a 
mantle, in the act of drawing his sword from its scabbard 
compares with the preceding. Тһе careful treatment of 
arm and neck muscles is very like (20) and the pro- 
portions and details of the heads are nearly identical. 
They appear to be the product of the same sculptor. 


25. Amsterdam, Inv. 1586. Plate 7b. 


K, pp. 24, 75, pl. 21, no. 121; B-B, p. 71, fig. 48; P, p. 33, pl. 
15, no. 67. 


The deepest eyes, pathetic twist of the head, and 
carefully worked hair link this figure, a Niobid or a 
Kassandra perhaps with the dying male (20). The 
small mouth with protruding lower lip is nearly identi- 
cal to that of another warrior of the group (24). A 
major difference between this and most of Group C 
reliefs is the drapery. It is a light material, but its 
arrangement—tends to obscure rather than clarify the 
human form beneath it. Painstakingly elaborated, 
with small, sharp-edged folds, it bunches clumsily over 
the thighs. This Kassandra suggests transition to 
other groups (notably Group D) where such light 
drapery is employed with greater success. 


with (20). One notable difference, however, is in the relation 
of the figures to the background. Тһе Tarentine sculptor sug- 
gests greater depth by overlapping figures and creating action 
in several planes. In the restricted ranges of the figures, the 
lamina compare better with the Bassai frieze. See Kenner, 
pl. 13, and note in particular the way in which the drapery in 
both cases flattens out against the background plane as against 
an impenetrable wall. “This is not the case іп Ше Tarentine 
reliefs considered here. 
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26. Private Collection (1975). 
W, "La Sculpture" p. 121, pl. 23, 1; W, p. 296, pl. 13, 1; 
К, p. 32, no. 179; Langlotz, Atti 10 Convegno, p. 244 І, 
pl. 15, 1-2. 


A Centauress, suggests Wuilleumier; Langlotz calls 
the figure a Tritoness. “The powerful, swelling upper 
torso with its soft contours, but especially the head 
bent to one side in pain with brows drawn together and 
lips parted, are points in common with (20). Careful 
workmanship went into her wildly disarranged hair. 
Both the treatment of the surface, sculpted in broad 
planes with no attempt to conceal the tool marks, and 
the treatment of the eye with a sharp line defining the 
upper brow, bring this head and also (27) very close 
to those of Group K. "They provide a strong link be- 
tween the groups. 


2/. Basel, Art Market (1958). Plate 7c. 
C, 18, no. 11. 


This head carved in the round may have belonged to 
Priam, about to be slain by Neoptolemos. Тһе hand 
of another figure is preserved in back. With its deeply 
pathetic expression this head 15 closely linked to the 
"Centauress," but also to the more roughly worked bar- 
barian of Group K (203). Note particularly the eyes 
and mouth. Тһе brows are very fleshy and flat at the 
outer corners, and make a sharp line where they meet 
the cheek. (There is а chip missing from the top of 
the left brow, which gives it an S-curve uncharacteris- 
tic of heads in this group.) Тһе lids and eyeballs are 
detailed in a similar way. “The mouth is similarly 
small and partially open. Though the hair of this 
figure is damaged, the careful workmanship of the in- 
dividual locks can be seen іп front. 

It is probable that this head and the preceding figure 
are the work of a single sculptor. 


28. Amsterdam, Inv. 1599. Plate 8a-b. 
P, р. 32f., pl. 14, по. 66; К, pp. 24, 70, pl. 21, no. 120. 


Skylla devouring a naked, youthful male—perhaps 
one of Odysseus's crew—was designed as the center of 
a relief composition for a pediment, by a sculptor who 15 
either identical with the sculptor of (20) or very much 
influenced by him, as 1s evident from the position of the 
upper torso and head of the victim. Here the left arm 
із partially preserved; it was bent at the elbow to ward 
off Skylla's blow with a rudder. The groundline is 
formed of stylized waves. 

The quality of the execution, seen in such details as 
eye and fingers of the victim is, however, greatly in- 
ferior to that of (20). 


29. Inv. 113. 
B-B, pp. 71-72, fig. 49. 


A badly weathered fragment of relief preserves the 
outline of a visage, which Bernabó-Brea believed was 
that of Apollo. Through its inclination and deepset 
eyes it conveys a sense of deep anguish and pain. Тһе 
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contours of the upper torso are not unlike those of 
(20). The closest comparisons are to be found in 


Group C. 


GROUP D. 325-280 B.C. 


30. Inv. 96 and Heidelberg, Inv. 26/58. Plate 9a-c. 
K, p. 32, no. 179; Langlotz, Atti 10 Convegno, p. 244 f, 
K, pp. 24, 62, 75, pl. 21, no. 119; B-B, pp. 46-48, fig. 29. 


The cast, seen in plate 9b is a composite of the frag- 
ments in Taranto and Heidelberg and is in the National 
Museum, Taranto. 

The subject is Peleus's capture of Thetis? The 
scene is set and the moment indicated clearly by the 
smooth serpentine coils touching her left leg. Her 
feet are already above the surface of the sea and her 
habitual escape as a sea creature is no longer possible. 

The sculptor was equal to his theme. His composi- 
tion was both graceful and visually daring. “The over- 
lapping arms, legs, and interlocking pairs of hands, the 
contrast of finely patterned drapery and smooth flesh, 
create a series of receding planes which keep the eye 
moving back and forth. It was, as Bernabó-Brea sug- 
gests, probably placed against the background of a 
naiskos tympanum, the focus of a larger composition 
which would have included perhaps Nereids or sea- 
creatures in the corners. It is extraordinary in its 
complexity and the freedom with which the figures 
move in space. Such groups at this date are not known 
outside of Taras. “Peleus and Thetis” is, without 
doubt, one of the fragmentary innovative masterpieces 
of the sculptors of Тагав.6 

The defining characteristic of Group D 1s the fine 
drapery. It clings to the body and is divided into many 
small, shallow folds. In contrast to the drapery of 
earlier groups, which often obscured it, this light drap- 
ery reveals the female form. The sculptor of Thetis 
was very adept at carving it. Thetis wears an unbelted 
full-length chiton like those in the Apulian vase paint- 
ings of the subject. As she attempts to move to the 
left, it is pressed against her body. It 15 particularly 
transparent over the front surface of her right leg. For 
the rest, though the outlines of the body are clearly 
visible underneath її, the chiton is gathered in small, 
rounded folds. These, once free of the body, stream 
back under the effect of the figure’s movement and 
then form pockets, as though inflated by a rising cur- 
rent of air. While perhaps inspired by diverse main- 
land Greek sources, the light drapery seen here 15 a 
Tarentine creation. 


5 А youthful Peleus holds Thetis in much the same way оп 
an Аршіап amphora of 330-320 B.c. in the Vatican. The 
snake’s coils wrap around his legs. VIE 2: рр. 201 ff., pl. 54a. 
Cf. also a fragment with the rape of a Leukippid (?) in 
Amsterdam, Brommer, Vasenlisten, р. 241. 

6 Bernabó-Brea, pp. 46—48, dates the sculpture on the basis 
of comparisons with the Mausoleum Frieze to about 350 B.C. 
Klumbach, pp. 74-76, places it in the period 350-330 в.с., call- 
ing it a continuation of Timotheos's style at Epidauros. 
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31. Munich, Inv. 494. Plate 10a-c. 
К, pp. 10, 59—60, 75, pl. A, no. 42; B-B, pp. 63-67, fig. 44. 


This frieze combines standing, seated, and swiftly 
moving figures in a single composition. All are recog- 
nizable from Apulian vases with scenes of the Under- 
world. Herakles who has descended to the realm of 
Hades to bring back Kerberos is evidenced only by the 
fragmentary leonte оп the extreme right edge. Тһе 
unwelcome hero probably occupied the center of the 
original frieze, and in any case was clearly the center 
of attention. Hermes races towards him and the seated 
figures of Hades and Persephone face him. Тһе ex- 
treme left of the frieze is occupied by two girls who fill 
a pithos. They should perhaps be identified with the 
Danaids.” While not related to the action, they punctu- 


T In Italiote vase painting and Tarentine sculpture, girls who 
empty hydriai into a pithos have been consistently referred to 
as "Danaids," but in fact the earliest surviving reference to 
the water carriers in the Underworld as “Danaids” is from the 
fourth century в.с. (?) pseudo-Platonic Axiochos 371. (Earlier 
references may have been lost.) Сап the conventional designa- 
tion of the figures as “Danaids” be justified? Apparently older 
traditions associated the water carriers in the Underworld 
with the people not initiated into the mysteries. References in 
literature, further indicate that the myth was well known in 
the Greek west, see Plato, Gorgias, E. R. Dodds, ed. (Oxford, 
1959) 493A-D and commentary pp. 296 ff. The earliest 
securely dated appearances either in literature or the visual arts 
of groups of water carriers, composed entirely of women, and 
in the company of wrongdoers (like Sisyphos and Tantalos) 
condemned to impossible tasks, is in Apulian vase painting 
(e.g., the amphora from Altamura in Naples RVP 1: p. 167) 
and on this relief. Was it at Taras in the fourth century в.с. 
that mythical Danaids who are punished for their crimes re- 
place anonymous non-initiates in the eschatalogical vision? 

The vision of the Underworld was the subject of a great 
painting by Polygnotos at Delphi (Pausanias 10.31.9) and it 
has been suggested (see Schauenburg, “Totengòtter,” рр. 71 
Я.) that there was an original South Italian Underworld com- 
position with Herakles-Kerberos and Orpheus as well as 
Hades and Persephone (but not necessarily the Danaids). It 
would explain the similarities in the Apulian vase paintings 
of the Underworld. Klumbach, р. 68, has explained the ар- 
parent “illogicalities” in individual groups and the overall 
composition by assuming that the sculptor borrowed unskillfully 
from such a painting. 

The composition of Ше Danaid group indeed seems ill-suited 
to the overall composition of the relief. Is the sculptor's failure 
to adapt it better really due to conservatism in the face of a 
strong iconographic tradition? Compare the representation of 
“Danaids” on a recently discovered R-F hydria from Heraklea. 
А. D. Trendall, *Archaeology in Southern Italy and Sicily," 
Reports 19 (1973) : p. 37, fig. 8, or on a Campanian hydria 
and South Italian relief vase, Schauenburg, “ГоепроНег,” 
figs. 15, 16-18. С}. also a similar representation in stucco 
from Roman times, С. Bendinelli “11 monumento sotterraneo 
di Porta Maggiore in Roma," MonAnt 31 (1926): pl. 37, 2. 
There 15 а great similarity in the representations, but none of 
the “Danaids” turns out to face the spectator as оп Ше frieze. 

The fragmentary lionskin on the right has been identified 
Бу Wuilleumier, p. 298, and others as the leonte of Herakles 
who was represented presumably in the center of the frieze 
with Kerebos in tow. In favor of this identification are the 
numerous Herakles-Kerberos groups on South Italian vases, 
as well as among the limestone sculptures from Taras e.g. 
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ate it with an appropriate quiet scene. What seems to 
have mattered most to the sculptor arranging his figures 
was their overall centripetal visual effect. 

Hermes wears a short chiton belted at the waist 
and a chlamys. It is very close to Thetis's chiton in 
the way the folds cover the left leg and abdomen. 
Similarly, the front surface of the right leg is smooth, 
and from it the trailing folds start back. Тһе lower 
edge is divided by similar omega-shaped folds. Hades 
and Persephone, who is seated behind him and rests 
her left hand on his shoulder, wear their garments in 
an arrangement that recalls (2) of Group A. The 
difference is that here the drapery is composed of more 
numerous and finer folds. Where it is in contact with 
the body it is almost completely transparent, as, for 
example, оп Hades' right lower leg. Тһе best com- 
parison for them is Thetis (30). Allowing for the dif- 
ference in scale, there is much in common between the 
nude torso of the god and the torsos of Group C. It 
might be expected that in extremely small-scale work 
like this frieze, proportions would be shortened and 
details crudely executed or omitted. “This is not the 
case here. Тһе divisions of the torso are carefully ac- 
centuated, but they are not as exaggerated as those of 
Group C. Тһе drapery of the standing Danaids, par- 
ticularly the right-hand one, is heavier and less lively. 
Her pose, too, is not harmonious, She places her right 
foot illogically on the outside of the huge pithos and 
does not watch where she is pouring. Тһе left-hand 


(34). According to the myth, Hermes escorts Herakles on 
his mission to capture Kerberos and bring him back from the 
Underworld. Why then, on the írieze, is Hermes running 
toward Herakles, who was presumably represented already 
holding Kerberos?  Klumbach argued that the groups had 
been transferred from the hypothetical painting and positioned 
on the frieze without considering their relation to the myth. 
On the Munich Underworld vase (FR, pl. 10; Trendall, Att 
10 Convegno, pl. 32) Hermes leads Herakles who is dragging 
Kerberos, already captured and chained, to the left, back up 
and out of the Underworld, under a scene of the palace of 
Hades and Persephone. According to Klumbach the sculptor 
had simply juxtaposed the Hermes-Herakles-Kerberos group 
and the Hades and Persephone groups, reversing the direction 
of Hermes in the process. 

1t would be simpler and safer to assume a loose relation to 
a presumed original painting, and that consequently Hermes 
moves toward the center of the frieze because the sculptor 
wanted him that way, to draw attention to the central group, 
as in other Tarentine friezes—in (88), to cite a single parallel. 
Klumbach's argument, indeed, rests on too many hypotheses 
to be convincing. “The sculptor does not appear to have been 
such a slavish copyist as his theory would require. For 
example, the sculptor seats both Hades (on a throne with 
lion's paw feet) and Persephone (on an elaborate diphros). 
Vase painters seat one or the other, but rarely both. The 
throne with the lion's paw feet is certainly unusual. 

А quite different overall interpretation of the relief 15 given 
by C. Picard, "Trois Bas-reliefs Éleusiniens BCH, 1931: 
p. 23, n. 1, who sees it as representing an embassy of Hermes 
to the Underworld to obtain the return of Persephone. Picard 
is thus forced to play down the presence of the lion's skin and 
has no specific suggestion for the identity of its wearer. 
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Danaid, however, falls clearly into the circle of the 
sculptor of Thetis, while the right bears a strong re- 
semblance to a water carrier (172) of Group I. These 
two dissimilar Danaids provide a link between Groups 
D and I. The sculptor is surely related to the man 
who made (30), but was a lesser figure. 


32. Inv. 5923. 
K, p. 16, pl. 14, no. 69. 


A female clad іп chiton and seated on an elegant 
(though now fragmentary) diphros occupied the right 
side of a relief scene. Нег drapery is essentially the 
same stuff as that of Hades and Persephone (31). 
Compare, in particular, the folds around the lower legs. 


33. Inv. 473/1491. 
K, p. 16, pl. 14, no. 71. 


Nude above the waist and bearded, the figure of a 
muscular god (?) occupies a straight-backed throne in 
the left corner of the relief. As far as he is preserved, 
he is a double for the Hades of (31). 


34. Inv. 170. 
B-B, p. 211, fig. 195. 


Subject matter alone must serve to link (34) to the 
group, as the relief 1s among the most fragmentary. 
Herakles is identified by a single paw from his leonte 
and his club, and Kerberos by his chain. Тһе back- 
ground has been rendered as the rocky entrance to the 
Underworld. Тһе scene was certainly Herakles' har- 
rowing of Hell. “These fragments, seated male (33) 
and female (32) figures, and the Kerberos-Herakles 
(34) group belonged with little doubt to Underworld 
reliefs by the same, or a closely related, sculptor. 


35. Inv. 42. Plate 11a. 
K, pp. 19, 75, pl. 17, no. 88; B-B, pp. 48-49, fig. 30. 


This lower half of a female figure in relief, perhaps 
a Nike,? is covered with a light chiton, blown back 
against her legs in the manner of the Nike of Paionios. 
A wide belt, decorated with circular disks in the shape 
of mesomphalic paterae, holds it around the waist. She 
appears, like the Nike, to be settling down after flight. 
Among the reliefs, the closest parallel for the drapery 
is perhaps the Hermes of the “Herakles in the Under- 
world" relief (31). Compare the curving folds by his 
thigh with those besides her shin. Тһе use of curving 
folds which model the legs 1s to be found also in the 
Thetis (30). There is, however, а coarseness in the 
actual cutting of the folds not found in (30) and (31). 
She is probably the work of a closely related sculptor. 


8 Bernabó-Brea, p. 49, compares (35) to the Nike of 
Paionios, points out that the illusion of flight of the in-the- 
round sculpture has been achieved here in relief. А closer 
parallel for the drapery of (35) is that of two winged divini- 
ties, the pendants of earrings from the Pavloskoi Tomb at 
Kerch in South Russia. Hoffmann, Davidson, p. 80, fig. 12 h. 
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36. Inv. 100392. Plate 11b. 
Tomb 3. 


H. 13, W. 9. Badly battered torso of a figure in high 
relief, perhaps a male. Тһе breasts are not prominent, 
in any case. Тһе belt 1s decorated with ornate scroll 
work. А Celtic(?) warrior,? or perhaps an Amazon. 

The relief is damaged too badly to say much about 
the drapery. “Originally sharp, its edges have been 
largely broken away. Тһе surface pattern they create, 
however, is similar to that of Persephone's chiton (31). 
The sculptor of this relief shares with the sculptor of 
(35) a taste for ornate accessories. 


37. Berlin, Inv. 885,0 
K, p. 29, pl. 24, no. 151. 


A dancer in long chiton, who executes a cross-step 
to the left, shows the influence of the sculptor of (35), 
though the carving is much less skilled. 


38. Tübingen, Inv. 5376. 
K, p. 25, pl. 22, no. 124. 


This Niobid (?) in relief like the dancer above has 
much in common with (35), particularly in the gently 
flowing folds of her long chiton, in the pattern of 
drapery over the abdomen and its transparency along 
the thighs. Perhaps by the sculptor of (35). 


39. Inv. 101118. Plate 11c. 
Well 6. 


H. 20.5, W. 18, D. 5. This fragment of a relief has 
traces of three figures; an Amazon in short sleeveless 
chiton girt at the waist (without head, lower leg and 
left hand), the horse on which she is mounted, and an 
opponent of whom only the shield remains. Her right 
hand gripped a weapon. Оп her left she carries the 
typical Amazon shield. Only the hindquarters of the 
stallion remain. On a plane slightly behind the Ата- 
zon's left knee is the inside edge of a round shield and 
an indication of the hand that held it. Тһе shield was 
apparently rendered in three-quarter view, while the 
Amazon is in strict profile below the waist and fully 
frontal above. 

The drapery of the Amazon is extremely transparent 
over her left thigh. It flows back and develops curving, 
air-filled folds very similar to those of the Hermes in 
the underworld relief (31). Тһе drapery is gathered 


9 Cf. the spiral patterns of a Celtic helmet found in the 
Seine. P. Jacobsthal, Early Celtic Art (Oxford 1944), p. 179 
ff, по. 140, p. 93 ff. PP 429. Actually the smoothed-out, 
continuously flowing Greek imitation PP 430 is closer. A 
similar helmet was found іп a tomb in Canosa. Jacobsthal, 
ibid. pp. 179-180, no. 143, thought the helmet belonged to a 
Celtic warrior. (Oliver, p. 16, sensibly states that there are 
a number of possible explanations of how a Celtic helmet 
reached a tomb in southern Italy. “There was a Celtic presence 
continuously in Italy from about 390 в.с. onwards.) Іп the 
present instance the Tarentine sculptor may have wished to 
represent a Celtic mercenary as enemy or ally of the Tarentine 
Greeks. 
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in at the waist, but above it 1s filled with deep, straight 
folds which parallel the breast—and through the chiton 
the breasts are very apparent. Тһе drapery is similar 
to that of any of the preceding figures in lightness, full- 
ness, and freedom, but it has, to a larger degree, a life 
of its own. In contrast the figure's pose is stiff and 
awkward. The relief may be by the sculptor of the 
frieze (31). 


40. Amsterdam, Inv. 1597. Plate 114. 
P, p. 31, pl. 14, no. 63; K, p. 12, pl. 10, no. 49. 


A Nereid in relief holds а hippocamp by the neck.!? 
Her sleeveless chiton with overfold, if not the work of 
the sculptor of (39) was by a closely related one. Com- 
pare especially the effect of the belt on the folds of the 
upper half of the chiton. 


41. Amsterdam, Inv. 1598. 
P, p. 31, pl. 14, no. 64; K, p. 13, pl. 10, no. 50. 


А more fragmentary Nereid reclined on the back of 
a hippocamp, with her arm wrapped around his neck. 
She could be а compositional pendant to (40) and is, 
perhaps, as Klumbach suggests, from the same frieze. 
The preserved drapery, though more voluminous, has 
short-edged folds and might easily have been the work 
of the same man. 


42. Inv. 32. 
В-В, p. 53, fig. 31. 


Apart from the similarity of her drapery to the pre- 
ceding two relief Nereids, she is related by the easy 
grace with which she rides her hippocamp mount. Тһе 
deep, well-defined folds at waist and breast, which model 
the contours of the body, link her to (40). 


10 Nereids on a variety of sea creatures, carrying the armor 
of Achilles, were а favorite theme also of Apulian vase 
painters. Тһе Nereids usually occupy a panel reserved ex- 
clusively for them. (бее Sichtermann, p. 51 ff, pls. 128-131, 
no. 74), but occasionally appear in scenes of the Underworld, 
as on the volute krater from Altamura in Naples (Heyde- 
mann 3222, RVP 1: p. 167). Likewise the sculptors seem to 
have been interested only in the Nereids as bearers of Achilles’ 
arms. In their association with Achilles their funerary sig- 
nificance is especially clear.  Nereids, according to literary 
tradition, also mourned Achilles and were his escort to the 
Leukadian isles. Besides their association with Achilles, they 
participate in the adventures of their sister Thetis and the 
marriage of Poseidon and Amphitrite. Bernabò-Brea, p. 48, 
has suggested that Nereids were part of the composition of a 
pediment containing Peleus and Thetis (30), but there is no 
evidence. А limestone relief, reputed to be from Taras and 
now in a Swiss private collection (the author has not examined 
it personally), represents Poseidon in a chariot drawn by a 
sea creature. See E. Berger, Kunstwerke der Antike, К. 
Карреп Coll. (Basel, no date given), p. 20. Could he have 
been accompanied by Nereids in sea thiasos, anticipating the 
late Hellenistic reliefs of the Altar of Domitius Ahenobarbus 
in Munich? Тһе evidence of South Italian vase painting and 
of reliefs of secure Tarentine provenance does not lend weight 
to such an hypothesis. A full discussion of the problem can be 
expected in S. Lattimore's forthcoming book on the sea 
thiasos. 
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43. Basel, Art Market (1954). Plate 11e. 
C, 14, no. 5 


The thin chiton of the female holding a child has 
slightly more rounded edges than that of the mounted 
Amazon (39), but it falls from the breast and around 
the upper thighs in a manner so similar that there can 
be little doubt that they are by the same hand. "The 
subject may be Persephone with Iakchos, part of a 
group of the heroized decreased with child, or a scene 
of mother and child comparable to those on Attic stelai. 
Cf. (171) and note. 


44. Inv. 212. 
B-B, p. 180, fig. 154. 


A Greek and Amazon in relief are grouped in a 
starkly geometric composition like those of Group I. 
The drapery of the Amazon, transparent and gathered 
in a number of curving, puffed-out folds, betrays a hand 
very close to that of the sculptor of (39), while the 
fully fleshed, well-proportioned Greek belongs with those 
of Groups C and D. 


45. Inv. 193. 
B-B, p. 180, fig. 155. 


This relief is a more fragmentary version of (44) 
where, however, the Greek has succeeded in grabbing 
the Amazon by the hair. It 15 by the same or a very 
closely related sculptor. 


46. Inv. 116. 
B-B, pp. 55-56, fig. 34. 


The drapery of the Maenad (?) is transparent, 
sweeping, but more crudely executed than that of (39). 
More obviously than the drapery, it 1s the awkward 
gestures of the figures that draw the reliefs together. 
The Maenad, too, is half in profile, half frontal. “The 
strained position of her right arm (despite her aban- 
doned dance) is paralleled by the Amazon (39), who 
holds her shield limply behind her back. The folds 
from the Maenad's thigh are much more numerous. 
The folds beside the breast are very sketchy and do not 
have the depth of the Amazon's. For the sharp-edged 
treatment of the drapery (37) is the best comparison. 


47. Inv. 208. 
В-В, pp. 56-57, fig. 35. 


The mounted Amazon, like (45), wears a short chi- 
ton of a light material. It is gathered over the thigh. 
The sharp-edged folds, particularly around the waist, 
are short and angular, and the windblown hem too has 
a less natural pattern. In the arrangement of the folds, 
the sculptor emerges as one with an interest іп the 
abstract patterns of light and shadow.!! 


11A fragment published by Jucker, p. 81, no. 218, pl. 29, 
which did not come to the author's attention in time to be 
included in the Catalog compares very closely with (47) and 
may be by the same hand. 
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48. Inv. 20. Plate 12a. 
B-B, pp. 55-56, fig. 33. 


Sharp-edged folds and a tendency to straighten out 
folds link this Maenad in relief with the preceding. 
Her abandonment, however, is more natural and con- 
vincing. 'The torsion of the body is easier and accentu- 
ated by the movement of the chiton. Нег head 15 
thrown back and her hair realistically disheveled." The 
sculptor was an unusually skilled miniaturist. 


49. Inv. 63. 
B-B, pp. 40-41, fig. 23. 


This appliqué "slave girl" 1s very possibly a knuckle- 
bone player? Нег very sheer chiton covers, the girl's 
left leg, but it 1s drawn up practically to the waist on 
her right side. Тһе folds over her stomach form а 
sharp angle at the junction with the leg. Despite the 
overall soft treatment of the body and the garment, 
this small detail bears comparison with similar abrupt 
transitions of sharp-edged folds in the preceding two 
reliefs. 


50. Inv. missing. Plate 12b. 
Neutsch, col. 245, fig. 36. 


The drapery of the embattled Amazon in this well- 
preserved metope is typical of Group D. Compare, 
for example, the Nereid (40). Her pose is a simple 
permutation of elements employed in (40), (48), (50). 
The Greek compares so closely to one in (44) that it 
seems almost certain that they are by the same hand. 
Compare, further, the Greek's chlamys there and the 
lower edge of the chiton (44). 


51. Berlin, Inv. 885p (missing 1972). 
К, p. 14, pl. 12, no. 59. 


Klumbach suggests that the metope with two Ama- 
zons—one was wounded, the other was drawing a bow— 
belonged to a larger battle composition of similar 
metopes, since the archer's target was presumably on 


12 Bernabó-Brea, “Menadi tarantine," Japigia 12 (1941): 
pp. 6 ff, considers the figure one of the most stylistically 
advanced of the Tarentine Maenads because of the "relation 
of figure to space, torsion at the waist, Lysippan proportions, 
and greater sense of pathos," and on this basis dates it to the 
end of the fourth century B.c. It is an animated and expressive 
fragmentary figure, but there is perhaps too little left to allow 
a judgment on its Lysippan characteristics, etc. Cf. a Maenad 
in relief on Ше Derveni krater, C. Makaronas, “Тарроі para 
to Derveni Thessalonikes," Deltion 18, pt. 2, sec. 2 (1963): 
pp. 193 ff, pls. 230-234. (С. Bakalakis, 44, 1966, pp. 534- 
535, has suggested that the crater was made in Taras, The 
drapery of the figures compares well, though the figures on the 
crater—a work of extraordinarily high quality—are slenderer 
and move with a more sensuous rhythm. Cf. also a Maenad 
on a gold rhyton from Panaghuriste. I. Venedikov, T. Gera- 
зітоу, Thrakische Kunst (Vienna-Munich, 1973). Rhyta like 
this were probably imported from Apulia, though no Apulian 
examples have yet been found. Hoffmann, рр. 106 Ж. 

13 Cf. an Apulian vase fragment and T-C figurine from 
Taranto, J. Dorig, “Tarentinische Knóochelspielerinnen," Mus- 
Helv 16 (1959) : figs. 2, 5. Cf. also Wuilleumier, pl. 35, 1. 
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another metope. It is tempting to believe that (51) 
belonged to the same monument as (50). Тһе дгарегу, 
poses, and treatment of detalis of the faces, as well as 
the condition of the relief, would support this. It is 
true that (51) is six centimeters narrower than (50); 
still, the figures are very nearly the same size, and in 
another complex (409—412) the four preserved metopes 
vary in both width and height. 


52. Amsterdam, Inv. 1595. 
P, p. 31, pl. 13, no. 62; K, p. 12, pl. 10, no. 48. 


The figure of a dying Niobid or perhaps an Amazon, 
who moves to the left, looks back over her shoulder and 
shields herself with her raised left arm. If an Amazon, 
she might well belong to the same or a similar series 
as metopes (50) and (51). Whoever she is, her 
drapery certainly marks her as the product of a sculptor 
very close to the sculptor of (50) or (51), if not by 
the same hand. 


53. Inv. 102502-503. 
Area 9. 


Н. 7.2, W. 8.0 (102502). Three fragments of the 
legs and lower torsos of two figures clad in knee-length 
chitons. Part of a shield and some of the background 
and right edge of the relief panel remain in the largest 
of the fragments. One of the fragments shows ап 
Amazon, and the other two probably belong to another 
Amazon. 

The transparency of the drapery, and the relationship 
of figure and shield to the background, are similar to 
that of (50). “These fragments, therefore, can with 
reservation be attributed to that sculptor. 


54. Inv. 81. Plate 12c. 
B-B, pp. 43-44, fig. 28. 


The drapery of this seated female appliqué figure 
(she may be Persephone with a spindle or a graveside 
figure) is very transparent and everywhere drawn tight 
against her relaxed body. Тһе folds along the thigh 
divide themselves in groups of three, leaving exposed 
large areas in between, They form an angle with curv- 
ing sides at the knee, while over her buttocks they are 
especially sharp-edged with a tendency to fussiness, 
similar to that noted in the mounted Amazon (47). 
They are drawn close over the small of the back, which 
is arched in an unusually sensuous pose. Тһе sleeves 
hang loosely from the hunched shoulders. Both the 
mood and the very thin drapery place this figure not 
far from the knucklebone player (49). The high 
quality of the carving is in a class with that of the 
sculptor of Thetis (30). 


55. Inv. 170. 
K, p. 1, pl. 1, no. 1; B-B, p. 62. 


The Amazon of the pedimental relief has even more 
agitated drapery than (45). It balloons out around her 
legs. Тһе surface is much simpler, with only major 
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folds indicated. Тһе ruffled edge is simpler also. lt 
is drawn out іп generous S-curves, punctuated by nar- 
row loops. 

The overlapping of figures—two horses and the 
Amazon—and of planes established by the intersecting 
and parallel legs, adds greatly to the sense of spatial 
depth, and creates a varied surface pattern. In these 
respects (55) differs from the reliefs just considered. 


56. Budapest. Plate 12d. 
K, pp. 14, 75, pl. 12, no. 57; B-B, pp. 124-125, fig. 85, 
German Archaeological Institute, Rome, No. 2848. 


Draped only from the waist down, an Amazon at- 
tempts to free her hair from a Greek who steps on her 
right thigh as he drags her backwards. Нег chiton 15 
full of tiny folds, like that of Thetis (30). Where it 
differs from the simple, light drapery is in the hem, 
which plays tricks like those in the Amazon's chiton 
(55).14 She is outfitted with mid-calf length boots, а 
scabbard and a pelta shield with gorgoneion, which oc- 
cupies the foreground in the lower left corner of the 
metope (?) In low relief on the background is a 
horse, whose legs are visible under the Amazon’s left 
arm, in front of whom the combat between Greek and 
Amazon takes place. Barely visible below the Greek’s 
left thigh are the limbs of another Greek (?) There is, 
in this relief, an awareness of space similar to that of 
(55). It seems almost certain that the two sculptures 
are by the same hand. Overlapping of separate and 
unrelated figures carried to this extreme does not occur 
in fourth century B.c. reliefs outside of Taras. The 
Alexander Sarcophagus in Istanbul, dated at the end 
of the century, provides the closest early comparison. 


57. Milan, Art Market (1963). Plate 13a. 
S, p. 24, pl. 9, no. 13. 


The hair, carefully parted, and the rounded face of 
an Amazon (?) are similar to the head of the Amazon 
in the Budapest relief (56). Another point of contact 
between the two fragmentary reliefs is the heavily 
muscled, twisted arm. “The poor condition of both pre- 
vents a closer comparison. 


58. Baltimore. 
K, p. 3, pl. 2, no. 11. 


The figure of a wounded Centaur turns into the relief 
ground. His face is completely hidden. With his left 
arm (which appears to be double-jointed at the elbow) 
he grasps at the source of рап. The sculptor treats 
the background plane in much the same spirit as the 
sculptor of the Budapest Amazon—as though it did not 


14 Analogous drapery in Ше bronze reliefs from Siris which 
represent a similar duel, see BMBC, pl. 8. 

15 Schefold, Alexander-Sarkophag, різ. 70-71. 

16 А strikingly similar wounded centaur appears on the 
Bassai frieze, Kenner, pl. 8. “The idea probably originated in 
painting. 
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exist. The carefully groomed hair and twisted arm 
are points in common with the immediately preceding 
fragment (57). 


59. Amsterdam, Inv. 1592. 
P, p. 29, pl. 13, no. 57 ; K, p. 6, pl. 5, no. 23. 


A figure with his back turned to the spectator is not 
common in Tarentine sculpture. “This one, whose arm 
is cocked to hurl a spear as in (201), perhaps belongs 
in this group with (58), on the basis of their similar 
scale and the simple treatment of the back. 


60. Inv. 123. Plate 13c. 
B-B, pp. 131-135, fig. 87. 


The metope, identified as the Rape of a Leukippid by 
one of the Dioskouroi, features in high relief a lightly 
clad male figure (in chiton and chlamys) and a female 
figure (in a sheer chiton which leaves her right breast 
and shoulder bare) locked in an embrace like that of 
Peleus and Thetis (30). The composition of the 
figures 1s, however, much less frontal. “There is епег- 
кейс movement parallel to the background. “The prin- 
cipal axes of the composition are the diagonal formed 
by the sword and the outstretched left arm of the 
Leukippid, thrusting up to the right, and holding the 
end of a bow (?). The figures are locked across the 
waist by the horizontal configuration of the lower arm 
of the male and his sword belt, Тһе smooth surfaces 
of the drapery in the center are framed by the rougher 
ones of his chlamys, the trailing folds of her chiton and 
her wavy hair visible above the right shoulder. Depth 
15 created by the diagonal of the scabbard, which, greatly 
foreshortened, intersects the plane of the sword and 
arm. 

In contrast to the vigor of the composition, the drap- 
егу 15 surprisingly weak and mannered. There is по 
lively pattern of small folds like that of Peleus and 
Thetis. Where it is blown back over the body it is 
completely transparent, and the wider trailing folds of 
chiton апа chlamys are covered with countless small 
nicks. The hems are contorted far beyond those of 
any of the other sculptures of this group. “The sculptor 
of this metope stands at the transition between light 
drapery and the manneristic drapery which will be 
described in Group J. 


61. Inv. 124. 
В-В, pp. 133-134, fig. 88. 


Вегпаро-Вгеа is undoubtedly correct in assigning 
this fragmentary relief with the bearded head and torso 
of a warrior, not only to the same sculptor as the Leu- 
kippid metope, but even to the same decorative project. 
In favor of the attribution, besides the obvious simi- 
larities of drapery and pose and dimensions, is the ap- 
propriateness of the subject. If she is a Leukippid, 
then the older warrior might be Leukippos himself, or 
Aphareus. 
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62. Inv. 64. 
B-B, p. 134, fig. 89. 


The workmanship in this relief, as evidenced by the 
accurate treatment of the beard and subtle variations 
of the planes of the brow and cheeks, would appear to 
be more refined than the preceding, nevertheless sub- 
Ject matter and dimensions persuaded Bernabò-Brea 
that this disembodied head of another older man came 
from the same complex as (60) and (61). If he is 
correct then the project should be viewed as a collabora- 
tive effort of sculptors with varied skills. 


63. Basel, Art Market (1954). Plate 13b. 
C, 14, no. 4. 


A larger and presumably more mature woman (per- 
haps Niobe) supports the faint and lifeless body of a 
younger one. Тһе girl's head inclines toward her right 
shoulder. She is held around the waist and her limp 
left hand rests on the greatly foreshortened hand and 
arm of the more matronly figure. Тһе contrast in the 
figures’ drapery is no less obvious than that between 
the bodies. "The girl wears only a біту, sleeveless 
chiton; it has slipped off on the right side, leaving the 
shoulder bare. Few folds interrupt the body's con- 
tours. It appears to be the sheerest drapery so far 
considered. The belted chiton and himation of the 
other figure, however, go to the opposite extreme. The 
himation blows back in parallel waves which approxi- 
mate those of the chiton of the left-hand Danaid in the 
Underworld relief (31), but the effect, which must 
have been partly intentional, is of a heavier garment. 


64. Heidelberg, Inv. 26/56. 
K, pp. 12, 60—61, pl. 10, no. 46; B-B, p. 54. 


Parts of three figures may belong to a group of 
Niobids. Тһе best preserved leans her head оп the 
shoulder of one companion, while another grips her 
around the waist. The poses are identical to those of 
(63). Тһе expression, hair, and proportions of the 
face are the same. The woman's chiton, though sheer, 
has numerous regular folds like the Nereid (40). The 
sculptor was very closely associated with the man who 
produced (63). 


65. Inv. 190. 
B-B, p. 178, fig. 147. 


A series of women running to the left and right 
(65-68) are related to the Leukippid (60) and the 
woman of the preceding relief (64). Most, including 
(65) are appliqués, and are preserved only from the 
waist down. Тһе chiton in this example is entirely 
transparent over the front surface of the leg, and it 
trails off the leading leg in graceful S-curves. 


66. Inv. 174. 
B-B, p. 178, fig. 148. 


Though more fragmentary, this appliqué is nearly 
identical to the preceding, one, except that the drapery 
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between the legs curves less. “The folds are sharper, 
exhibiting tendencies also found in Group U. 


67. Inv. 27. 
B-B, p. 182, fig. 163. 


Here, exceptionally, the whole figure of a Maenad in 
relief has been preserved. Only Ше right arm 15 miss- 
ing. Нег drapery, clearly reflects that of the older 
woman of (65), but is a great deal less complex. 


68. Inv. 151. 
B-B, p. 178. fig. 149. 


The position of the legs in this fragmentary appliqué 
is just the reverse of (65). The proportions are squat- 
ter, the drapery more voluminous and curvilinear. It 
is not far from the rhythmic, trailing drapery of Group 
І. Тһе sculptor has clearly been influenced by the 
sculptor of (65), but is a distinctive personality. 


69. Taranto, Private Collection (1937). 
K, p. 25, pl. C, no. 127. 


The drapery patterns of (65) are repeated in this 
appliqué, without the subtlety and feeling for material 
seen there. 


70. Inv. 110109. Plate 13d. 
Tomb 16, 325-280 B.C. 


H. 8, W. 10.5. The upper torso and part of the 
right arm of this sculpture, nearly in-the-round, are 
preserved. Curls fall down the right shoulder. А 
woman, perhaps an Amazon, is represented. 

The torso belonged to a deep-breasted woman, like 
the companion who props up the girl in (63). The 
folds of that figure's chiton, and the hair falling on the 
shoulder, are reproduced here. “There 15 little to go on, 
so the sculptor can only be conjecturally associated 
with those of Group D. 


71. Inv. 1672. 
K, p. 29, pl. 24, no. 153. 


This fragment, the upper torso of a woman wearing 
a chiton, belted under the breasts, belongs to a group 
like (63). The right hand of a second figure can be 
seen resting on her right shoulder. The chiton is not, 
however, transparent like the girl's. Rather it re- 
sembles that of the older woman. 


/2. Inv. 316/1334. 
K, p. 5, pl. 5, no. 20. 
The composition of this badly damaged frieze frag- 
ment resembles that of (50). 


73. Taranto, Private Collection (1937). 
K, p. 18, pl. 16, no. 82. 
The fragmentary and badly damaged relief represents 
a winged figure, perhaps a Nike, or Boreas who cradles 
a branch (?) in the left arm." Тһе drapery that is 


17 Klumbach believed that the figure is female, but it does 
not correspond to any known winged female Greek divinity. 
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left could have been carved by Ше sculptor ої (63). 


/4. Tubingen, Inv. 5383. 
K, p. 26, pl. 23, no. 132. 


A male torso, similar both in proportions and de- 
tails to that of Hades (31). The small fragment might 
equally well belong to Group E or even Group P. 


GROUP E. Ca. 325 B.C. 


/5. Inv. 1711. Plates 14a, 15a. 
K, pp. 9, 76, pl. 8, no. 40; B-B, pp. 52-53; Langlotz, p. 
90, pl. 136 above. 


These three draped female figures from the left end 
of a frieze form a unified and independent composition. 
The attention of the two on the right is focused on the 
leftmost. The rightmost seems, with her sinuous arm 
and drapery, to be pointing at her. Together they de- 
fine an arc, with the figure on the left farthest from the 
spectator (even so, the rock bench on which she sits 
projects further forward than the others). Тһе figure 
to the left 1s much more elaborately draped than the 
others. Her chiton has gathered sleeves which reach 
to the elbow and over it she wears a himation. She 
rests her chin on her right hand and stares thoughtfully 
outward. What ought to have been a graceful pose 1s 
here handled in an awkward and unconvincing way. 
Her elbow seems to rest on a mass of drapery in her 
lap; and her head, to emerge from her left shoulder. 
The sculptor apparently had difficulty with three- 
quarter views. Compare a large metope of Group K 
(202). 

The other figures are distinguished by their more 
graceful and languorous poses, their untroubled expres- 
sions, their decidedly lighter drapery, and their tiaras. 
The sleeveless chiton of the central figure has slipped off 
the right shoulder revealing its well-fleshed contours. 
Women on Apulian vases are dressed in a similar man- 
ner. Bernabo-Brea is correct in emphasizing the Apu- 
lian feeling of this relief and in pointing to the extensive 
use of landscape as a feature which distinguishes it 
and (76) from similar subjects in Attic sculpture. 
Here even the lower border of the relief has been trans- 
formed. The figures move in a space which seems to 
extend back beyond the narrow shelf they occupy. The 
most likely possibility for the subject of this relief and 
(76) would seem to be, as Klumbach suggested, a 
scene from Elysion.!# 


It wears a heavier, more voluminous drapery than Nike. 
Except for the hair there are no indications that the figure 
is female. The face, badly damaged, may have been bearded. 
The object in the left arm could be a branch (such as Nike 
sometimes holds) or it could be a staff. 'The figure moves 
obliquely with respect to the upper border of the relief and 
looks back over its right shoulder. It could be a northerner, 
perhaps Boreas (whose hair is long). See О. Brendel, “Classi- 
cal Ariels” Studies т Honor of Fredrick W. Shipley (St. 
Louis, 1942), p. 87, n. 34. 

18 The diadems worn by the two figures on the right are the 
only examples of such headgear among the sculptures. Bernabó- 
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Though Ше relief has much in common with those 
of Group D there are fundamental differences, of which 
the drapery is the most important. It is often the only 
criterion for assigning smaller fragments to Group E. 
Group E drapery is of a thicker material. Тһе folds 
are not as fine and numerous as those of Group D 
drapery. “The ridges are often left sharply pointed. No 
rounding or finishing seems to have followed the initial 
carving. Тһе drapery is distinctive also in the way it 
falls. Heavy parallel folds reach to the ground. There 
are no playfully ruffled edges. Compare, for example, 
the central and leftmost figures of (75) and the Hades 
of the Underworld relief (31). Тһе right lower leg of 
the girl in the center is smoother. A few folds suggest 
the volume of the figure, as with Hades' garment. His, 
however, clings to his leg revealing it; hers does not. 
The himation of the leftmost figure of (75) wraps 
around her waist and upper leg and effectively obscures 
her from breast to knee. “This is never the case with 
the himation in Group D. Group E drapery repeats 


Brea, p. 53, compares them to those found in Apulian graves. 
See Langlotz, color pl. XIII, but they fit more snugly over 
the brow than the diadem on a terra-cotta "head of goddess" 
(heroized deceased woman?), Langlotz, color pl. XII, or the 
stephane and sphendone combination of the women on Apulian 
vases. It would appear that they went more nearly around 
the head and that the hair at the sides was pulled up over 
them. Тһе hair on top is controlled also. Are they hair nets, 
similar to a unique example in gold (said to be from Taranto) ? 
See Hoffmann, Davidson, рр. 266 ፳., no. 124, pl. 7. 

The subject of this relief has not been convincingly identi- 
fied. It has been interpreted in two ways: (1) A scene of 
cult real or imaginary, beside the tomb, according to Caianiello, 
pp. 213 ff., who compares the figures to those found around 
naiskoi on Apulian vases.  Wuilleumier, рр. 302 ff., agrees. 
He emphasizes a connection with a “pleureuses” metope іп 
Athens (Collignon, fig. 53)and notes though that the Tarentine 
figures are not weeping. (2) A scene set beyond the tomb 
according to Klumbach, pp. 9 ff. Не identifies the зсепе. аз. 
mythological, set either in the Underworld or Elysion, and does 
not attempt to prove his assertion. Langlotz, р. 90, believes 
that the figures represent the wrongdoers not the fortunate, 
despite the fact that they are obviously enjoying themselves, 
and identifies two of the males as Theseus and Perithoos, who | 
suffer in Tartaros severe punishment at the hands of the 
Erinyes. Cf. an Apulian vase painting of the subject (Sichter- 
mann, pl. 54). Langlotz's identification is partly based on his 
perception of a leonte on the central figure, which does not 
exist. If (75) and its companion (76) do represent a cult at 
the tomb, then where is the tomb and the offerings? In (75) 
the figures wear diadems and carry staffs, typical of offerants, 
but they face each other and display no interest in whatever 
it was that is now missing from the relief. Тһе attention of 
the two with diadems is focused on the one without, who seems 
pensive, but not sad. Should she be considered as representing 
the deceased? Іп the Attic metope cited by Wuilleumier the 
arrangement is the same, but on most Attic reliefs, as well as, 
for example, on the pleureuses, sarcophagus in Istanbul (Col- 
lignon, figs. 131-132), it is the survivors or the mourners who 
rest their chins on their hands. Further, in a south Italian 
context, at least in vase-painting, the deceased would Бе 
wearing a stephanos or be about to receive one. 

No one has doubted that (75) and (76) could and probably 
did form the ends of one frieze. Тһе missing section of Ше 
frieze has been the subject of speculation, based largely on 
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some of the patterns of Group D, but the result is con- 
siderably heavier and less transparent. 

Some new elements also appear here. Тһе stylized 
zig-zag edge underneath the girl farthest to the right 
is one of a number of details which link the drapery of 
Group E to Group Е. Compare the drapery of the 
female figure of (107). 


/6. Inv. 1712. Plates 14b, 15b. 
K, pp. 9, 76, pl. 8, no. 41; B-B, pp. 52-53; Langlotz, p. 90 
f., рі. 136, below. 


This relief and (75), because of the identity of their 
dimensions and moldings, the similar use of landscape, 
and the relaxed, happy attitudes of the human figures, 
may be assumed to have come, if not from the same 
frieze as Bernabò-Brea has suggested, at least from 
the same building. 

Тһе three nude male figures form a group at the 
right extremity of the frieze. “They, like the women 
of (75), occupy points on an arc, but here the arc is 
convex; the central figure appears to be closer than 
the others. Не looks to the left, but the flanking 
figures who face out do not seem to take particular 
notice of him. “They hold the ends of their chlamys 
(the only garment of male offerants in the naiskos 


analogies with Apulian vase painting. Naturally, Caianiello 
thinks there was a tomb monument; Langlotz suggests a group 
of Hades and Persephone. Тһе rocky landscape on which the 
figures are seated does not, however, seem the place for a 
tomb. Further, the grouping of the figures in tight knit 
circles of three with males and females segregated does not 
have obvious analogies in Apulian vase painting, in scenes 
around the tomb, in Underworld scenes, or among the scenes 
of offering. Тһе normal proportions of height to width for а 
Tarentine frieze, to judge from the only nearly complete ex- 
ample (222), are approximately 1:4. The missing section, 
then, could have consisted at most of one figure, or a natural 
feature. The facts are that the figures appear happy, relaxed, 
or engaged in serious discourse and are located in an unusually 
wild and rocky landscape. Landscape is an important element 
of the composition. 

An identification of the figures as initiates into the mysteries, 
like those on vases (see Hoffmann, рр. 1171.) would appear to 
be excluded since they do not carry the usual paraphenalia. 

Klumbach's suggestion that the scene is set beyond the tomb 
fits the facts better than the others, despite the lack of paral- 
lels in the visual arts. In the Munich frieze (31), the Danaids, 
wrongdoers and their punishment, help to set the scene in 
Tartaros. They are popular symbols of a complex of eschato- 
logical ideas and as W. C. K. Gutherie, Orpheus and Greek 
Religion (London, 1935): p. 182, observes, any complex of 
eschatological ideas is going to be concerned with the fate of 
the good. Will not the Tarentine sculptor have attempted also 
to represent the fate of the good? 

If Klumbach is right, where beyond the tomb, excluding 
Tartaros? There are several possibilities: Тһе groves and 
meadows of Persephone, described in the gold tablets (С. 
Zuntz, Persephone [Oxford 1971], pp. 329 ff.) or the arid 
plain of Lethe (Plato, Republic, Bk. 10, 621) or Elysion it- 
self. Too little is known of these places and their landscapes, 
too little indication given by the reliefs themselves, however, 
to single out one of these as the probable location of these 
scenes. Farnell’s maxim, “Art is a difficult medium for the 
expression of advanced eschatology” (quoted by Guthrie, tbid., 
p. 190) applies. 
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scenes on Apulian vases) in a gesture like that of the 
rightmost figure of (75). Comparison of (76) with 
Group D points up a further difference. The anatomy 
of the male figures is of the same type as the Hades of 
the Underworld relief (31), but it 15 heavier, more 
rounded, and less carefully articulated. “Their ex- 
pressions, on the other hand, are varied, іп contrast to 
the uniform lack of expression of the inhabitants of the 
Underworld (31). 


77. Inv. 69. 
B-B. pp. 204-205, fig. 189. 


The same drapery which is worn by the seated 
women of (75) appears on this Nereid seated on a 
hippocamp.!? Compare in particular the flat, sharp- 
edged folds between the breast with those of the right- 
most figure of (75). Тһе two reliefs might be by the 
same hand. 


/8. Inv. 70. 
B-B, pp. 204-205, fig. 191. 


A small metope reproduces the subject of (77). Here 
Achilles breast plate which the Nereid holds in her 
left hand 1s well preserved. The drapery of the Nereid, 
however, has been severely damaged. Where the 
original surface is preserved it seems to be like that 
of the left figure of (75). The attribution is far from 
certain. 


/9. Inv. 31. 
В-В, pp. 204-205, fig. 190. 


The Nereid of this very battered metope held drapery 
in her left hand in a gesture similar to that of the right- 
most figure of (76) ; her chiton seems to have followed 
the lines of that of the rightmost figure of (75). 


50. Budapest. 
K, p. 24, pl. 22, no. 122. 


This headless torso of a female figure, an appliqué, 
holding a breast plate, who is Thetis or a Nereid with 
the armor of Achilles, has been attributed to a sculptor 
of this group, partly on the basis of subject matter, 
partly because the drapery seems related to that оі 


(75). 


19 А remarkable feature of the hippocamp is the drill holes 
which cover his belly, which would appear to indicate scales. 
Similar holes are found on the tails of a Skylla on a gilded 
terra-cotta plaque found in Taranto (Lullies, pl. 18, 6), where 
they might also be scales. Compare, however, a gold relief 
of a sea creature found in Kul Oba in South Russia (Ata- 
monov pl. 256); the front part of his body is covered with 
small circles which appear to have been made with a compass. 
The tail has proper scales. These comparisons indicate рег- 
haps an iconographical relationship between the coroplast, 
who makes economical substitutes for gold relief and the 
carver of limestone relief, and possibly the torentic artist. 
Though the subjects were universally popular in the Hellenis- 
tic period, hippocamp groups on a pair of pendants from the 
Great Bliznitsa Barrow (Artamonov, pls. 296, 300) are an 
unusually close overall stylistic comparison for (77). 
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81. Tübingen, Inv. 5374. 
K, p. 13, pl. 10, no. 51. 


A relief fragment preserves only the draped lower 
legs of a Nereid and the end of a hippocamp's tail. 
The drapery is certainly related to that of (75). 


82. Inv. 102771. 
Well 10 


Н. 10, W. 9, D. 7.2. А pair of greaves held in a 
fragmentary arm which belonged to an unusually large- 
scale appliqué. 

The fragment has been grouped with representations 
of Nereids carrying the arms of Achilles for lack of 
any firmer evidence of its authorship. 


93. Inv. 87. 
B-B, р. 42; fig. 26. 


An inferior hand, following the same formula as Ше 
sculptor of (75) produced this relief of a woman seated 
on a Іагпах. Compare the folds around the right leg 
of the central figure of (75). 


84. Inv. 86. 
B-B, pp. 41-42, fig. 25. 


This fragment is the only surviving example in 
Tarentine sculpture of the final handclasp so familiar in 
the funerary art of Attica. Perhaps it was commissioned 
by a Tarentine with Attic tastes. The gesture is never 
seen in Apulian vase painting. Тһе sculptor, though 
clearly not capable of it, seems to have tried to repro- 
duce the drapery of the leftmost figure of (75). 


85. Taranto, Private Collection (1937). 
K, p. 18, pl. 16, no. 80. 


The blissful expression and similar treatment of the 
hair of this youthful winged figure point to a relation- 
ship between the fragmentary relief and the rightmost 
youth of (76). Not enough of the figure remains to 
identify the subject with certainty.” 


56. Trieste, Inv. 1587. 
K, p. 18, pl. 16, no. 86. 


А youthful male in relief survives only in head and 
torso. Тһе details of the face—especially the eyes— 
and the chiton link him to (75) as well as (88). 


20 Klumbach, p. 18, suggests that the subject is a sleeping 
Eros. In this case the íragmentary relief would be the 
harbinger of a funerary subject, Collingon, pp. 342 ff. and a 
concept (death as an eternal sleep, which does not exclude 
the promise of a future life) whose popularity came somewhat 
later in the Hellenistic period. The figure, gently smiling, 
and upright with head inclined on its arm, does not appear to 
be asleep and wears a chiton. Erotes in Auplian vase painting 
are nude, so is a funerary Eros, with lowered torch on a 
limestone capital from Taras, Klumbach, p. 39, pl. 29, no. 230. 
Psyche or a young Nike would seem more likely possibilities 
for the subject of the relief. А more remote possibility is 
Ikaros. In a rare painting of the subject the (nude) youth 
raises one arm while Daidalos adjusts a wing. Real Museo 
di Napoli 13 (Naples 1859): pls. 57-58. 
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87. Taranto, Private Collection (1937). 
K, p. 29, pl. B, no. 154. 


The drapery of this headless torso can be compared 
to that of the central figure of (75). 


88. Inv. 35. Plates 15c, 16a-b. 
B-B, pp. 63-67, fig. 45; Adriani, p. 78, pl. 5, no. 2, Lan- 
glotz, p. 91, pl. 137, below. 


The identical dimensions, architectural moldings, and 
the subject—Herakles, again, against Ше Amazons— 
makes it virtually certain that this and the Underworld 
frieze (31) come from the same monument. This 
would be, then, one of the rare monuments on which 
two major sculptors combined forces. They seem also 
to have shared ideas. 

The composition of the two reliefs 1s similar—Her- 
akles, armed both with club and bow, in the central 
position at the vortex of the battle in a cluster of over- 
lapping bodies, the action tapering off, the figures 
spread out with a stationary figure at the end. Аз 
Bernabó-Brea notes, the human figures of both friezes 
аге isocephalic. Were the Herakles of the Amazono- 
machy or the Hades of the Underworld standing, they 
would be a third again as high as the other figures. 
The movements, gestures, and grouping of the figures 
on the Underworld frieze are paralleled in several 
instances by the Amazons and their barbarian allies. 


21 Like the Underworld frieze (31) this one seems to be 
composed of separate groups, but here the sources are not so 
easily identified. А recently discovered hydria from a Meta- 
pontine kiln provides a very close parallel for the Amazon 
who holds her wounded companion. D. Adamesteanu, Meta- 
ponto (Naples, 1973), p. 28, fig. 8. The Amazon suffers with 
the burden, her fluttering chlamys belied by her stationary 
pose. Herakles, armed to the teeth as usual, fights three 
Amazons (cf. FR, pl. 61) but his opponents have only one 
body and four arms between them. None of the three heads 
is properly attached to the body. It has been suggested that 
the sculptor was inspired by a Herakles-Geryon representation. 
(Langlotz, р. 91, sees a fragmentary dead Orthros in the 
lower right corner of the frieze. С. Bendinelli, “un rilievo 
tarantino con Amazonomachia,” Miscellanea di studi sicelioti ed 
italioti in onore di Paolo Orsi (Catania 1921), pp. 296 ff., 
correctly interpreted it as part of a fallen horse.) 

Stranger still are the male allies of the Amazons for whom 
there is no precedent either in literature or the visual arts. 
Langlotz, p. 91, interprets the bearded rock-thrower as Iolaos, 
but he is aiming at Herakles and in any case the figure on 
the far right who sounds the conch (salpinx) is clearly on the 
Amazons’ side. Their costume and primitive weaponry are 
clues to their identity. Тһе rock-thrower wears a heavy 
pilos or kune of fur (cf. Trendall, Indigeni, fig. 1) similar to 
that worn by the indigenous population of Apulia and Lucania. 
He uses his chlamys to hold his ammunition. “Two of the 
Amazons wear similar рШоі, not their usual Phrygian caps. 
The piloi of the three fallen Amazons are, on the other hand, 
unusually high and perhaps were meant to be crested [cf. that 
worn by a native on ап Apulian column krater (Trendall, 
Indigeni, fig. 14), and an actual helmet found in a grave а! 
Conversano (Bari) (Hermann, fig. 9)]. They are not the 
type typically worn by Amazons in South Italian vase painting 
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Compare the Amazon at the extreme right and Hermes, 
the Amazon carrying her wounded companion and the 
Danaid to the right holding her hydria. А strange 
coincidence 1s the group of three Amazons' heads with 
only one body visible, which corresponds to Herakles' 
opponent on the other írieze, the three-headed Kere- 
beros. For the most part, though, there is greater 
originality and greater naiveté іп (88). Тһе figures, 
for example, turn outward more frequently to stare at 
the spectator. 

The major difference between the two friezes is in 
the drapery. “That of the Amazons and their friends 
has the same opaqueness, the same simplified patterns, 
as that of the girls of (75). Тһе folds are broad with 
sharp edges and tend to be parallel. “The hems, on 
the whole, are straight and uninteresting. “The rock- 
throwing barbarian and the Hermes of (31) make an 
instructive contrast. “The chlamys of the rightmost 
figure of (88) and Herakles's leonte are less sober and 
straightforward. “There is a hint of playful streamers 
like those of Groups J, L, N, etc. In the Amazons 
frieze, the background is more fluid (note the figure of 
the trumpeter who turns into it) and there is a greater 
use of landscape elements in the groundline. 

The frieze may well be the work of the sculptor of 
(75) and (76) and in any case he was closely as- 
sociated with the sculptor of (31). 


89. Basel, Art Market (1963). Plate 16c. 
C, 26, no. 182. 


Framed below by a rocky landscape, a Greek pre- 
pares to hurl a rock to the right at an opponent whose 
right foot only has been preserved.  Drapery and 
anatomy prove that the fragment is clearly by a sculptor 
closely associated with the sculptor of (88), whom he 
surpassed in the treatment of detail. Тһе strong di- 
agonal lines, the torsion of the body, and the sense of 
depth created by the foreshortened right arm, compare 
well with the Herakles of (88), the frilly chlamys with 
the rightmost Amazon's. 


or Tarentine sculpture. Тһе Amazons here, without their 
pelta shields and Phrygian caps, no longer resemble the Ari- 
masps (cf. Hoffmann, p. 116), and their connection with the 
East is consequently less evident. Klumbach, pp. 56 ff., sug- 
gests that the frieze is a conflation of the mythological and 
historical, that the allies of the Amazons should be thought of 
as natives of southern Italy. Тһе native warriors as they 
are represented on the vases, however, are conventionally 
armed with their own types of shields, helmets, etc. These 
savages may instead be meant as semimythological western 
barbarians, the ancestors of contemporary barbarians, the 
counterpart of what Herakles was for the Tarentine Greeks. 
They, without making a specific historical reference, may 
simply be serving to localize this labor of Herakles in the 
West. For the use of figures in this way, cf. an easterner, 
unattested in the literary sources, who appears to be an ally 
of the Chimaera against Bellerephon (К. Schauenburg, “Belle- 
rophon in der unteritalischen Vasenmalerei,” JdI 71 (1956) : p. 
65). 
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90. Inv. 1727. 
K, p. 5, pl. B, no. 19. 


A simpler variation of the pose of (89). The 
chlamys, more agitated by the torsion of the figure, is 
flattened out against the background. It has the same 
fine folds and should be assigned to the sculptor оі 
(89) rather than that of (88). 


91. Inv. 17104. 
B-B, p. 175, fig. 139. 


The surface detail of the fragmentary appliqué 
( which represents a Greek in combat, probably with an 
Amazon) has been obliterated. Тһе pose and position 
of the chlamys suggest the warrior of (89). 


92. Inv. 110072. Plate 17a-b. 
Tomb 15, са. 325 B.C. 


H. 14, W. 38, D. 7. The corner of a pedimental re- 
lief preserves part of four figures. Тһе head, left arm 
supported on a rock, and upper torso of a dead or dying 
Amazon in Phrygian cap and long sleeves filled the left 
corner. Next to her is a Greek wearing a visored 
helmet, and covered by drapery from waist to knees. 
He rests his arm on a rock, He has been wounded in 
the back by a spear, held by the Amazon to his right. 
A tree trunk fills the space between them. She carries 
a pelta shield and wears a belted short chiton with 
overfold. Her head, which is now missing, would 
seem to have been turned toward her victim. The right- 
most figure, an Amazon in a short chiton, also carries 
pelta shield and is obviously moving to the right 
against an opponent. She is standing at nearly full 
height. Considering the worked edge on the right, the 
relief probably comprised half of a pediment. Compare 
(244—246). 

The Amazon on one knee and the rightmost figure 
of (88) have in common the air-filled ruffles and long, 
straight folds of the garments. Тһе wounded Greek 
has a robust torso, like the Herakles. Тһе drapery of 
the Greek is composed of sharp-edged parallel folds 
like the seated women of (75). Facial features here 
have been crudely picked out, in contrast to the much 
more careful treatment of them in (75—76) and even in 
(88). With a relief of this size, though, high up on 
the pediment, it is hardly necessary to be very precise. 
The possibility that the relief is by the sculptor of (98) 
is not precluded. 

An important element enters the repertoire of Taren- 
tine sculpture in the reliefs of Group E— scenery. The 
sculptors try to show not just occasional rocks and 
trees, but a natural, rocky groundline. The figures are 
not isolated in a void and related only to each other 
(as, for example, in the frieze of the Mausoleum of 
Halikarnassos), but move in wider space against a 
background of nature. 
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93. Inv. 473/1491. 
K, p. 2, pl. 1, no. 7. 


This corner of a pediment which perhaps represented 
a slaying of Niobids 1s of considerably larger scale than 
(92). Тһе figures are, however, posed in much the 
same way. А figure іп long chiton with a breast bared 
and head supported on her arm, reclines іп the angle. 
The drapery too is similar to (92), though finer, and 
there is more expression in the face, as would be ex- 
pected with the increased scale. (93) might, were it 
smaller, have been the other half of (92) and 15 clearly 
by the same or a closely related sculptor. 


94. Inv. 167. 
К, p. 1, pl. 1, no. 2. 


An Amazon, better preserved than her opponent, is 
shown on this fragment from the right side of a pedi- 
mental relief. Нег badly damaged drapery would ap- 
pear to be related to that of (92) and her head 1s almost 
identical to that of the wounded Greek. 


95. Milan, Art Market (1963). Plate 17c. 
S, p. 25, pl. 9, no. 15. 


The kneeling Greek from the left half of a pediment 
is foreshortened, much as 1s the Amazon of (93). They 
аге, in fact, almost mirror images. Тһе treatment of 
the nude in this relief 1s, however, slightly more de- 
tailed, as is that of the shield. “This and identical rocky 
groundline leave little doubt as to Ше authorship. It 
1s either the sculptor of (92) or one very close to him. 


96. Copenhagen, Inv. 206. 
K, p. 14, pl. 12, no. 60. 


Subject matter, drapery, and simplified anatomy соп- 
nect the Amazon on this narrow metope with the 
figures of the frieze (88). Compare the bearded rock- 
thrower. The action was carried over to the next 
metope, as in the group of two-figure metopes in Group 


D (50-53). 


97. Art Market (before 1939). 
B-B, p. 206, fig. 192. 


Again the surface of the relief which represents a 
Centaur about to heave a boulder (at Kaineus) has 
suffered badly. It has been assigned to Group E on the 
tenuous basis of an overall resemblance to the Amazon 
in (88). The figure is isolated against the background 
with his chlamys flattened out against it. 


98. Inv. 98. Plate 18a. 
B-B, pp. 111-112, fig. 78. 


In sharp contrast to the figures on the preceding re- 
liefs are the curving drapery folds and the fluidity of 
movement of this appliqué Maenad. Bernabò-Brea 
suggests that she carries a small panther in her left 
arm. Superficially, she resembles the Nike of Group 
D (35), particularly in the long folds of drapery which 
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stretch from the smooth surface of the thigh to the 
ground. On the whole, however, the drapery is not 
nearly as light or transparent. It is greatly simplified, 
and forms unnaturally flat pockets around the ankles 
and waist. The sculptor uses material to create decora- 
tive frills which are graceful, yet distracting. They 
lead nowhere. In this respect, the drapery differs from 
any considered so far. It finds its place in Group E 
as a development related to that of (75) and (88). 


99. Art Market (before 1939). 
B-B, pp. 175-176, fig. 142. 


The fragmentary condition of this appliqué female 
in sleeveless chiton and the encrustation which covers 
the surface do not conceal the fact that the girl 1s very 
closely related to the Maenad (98). Note particularly 
Ше wavy edge of the overfold. 


100. Inv. 17107. 
B-B, p. 175, fig. 141. 


The same fold patterns and broad edges appear in 
this in-the-round upper torso. By the same hand as (99). 


101. Inv. 136. Plate 18b. 
B-B, pp. 112-113, fig. 77. 


This figure could also be a running Maenad. She 
seems to be holding the hem of her chiton in her left 
hand. “There is an obvious similarity to (98) in the 
type of drapery—the sharp edges, the flatness, and 
especially the fussy, wind-swirled overfold. Both are 
statuettes in-the-round on the same scale. Bernabò- 
Brea is probably correct in attributing them to the same 
composition. “This figure holds herself gracefully, the 
full-fleshed left arm gently bent and the right probably 
extended backward in the direction from which she 
flees. One detail would indicate that the same sculptor 
produced both figures: the single rounded fold of hem 
that frames the torso vertically. 


102. Inv. 205. 
В-В, р. 61, fig. 39. 


There can be no doubt that the sculptor of (101) also 
made this torso. Note particularly the flat treatment оі 
the upper edge of the chiton, and the way the thick 
folds enframing the body are pulled in and cut off by 
the belt. 


103. Inv. 93. 
B-B, pp. 175-176, fig. 143. 


The drapery of this female torso has the metallic 
quality of (101) and (102) but the fold pattern has 
been reduced to monotonous parallels. The sculptors 
were related but not equal. 


104. Inv. 6207. Plate 18d. 
МУ, р. 295 f. pl. 8, 5; W, "La Sculpture," pp. 119-120. 


Wuilleumier identifies this fleeing figure, who grips 
her head with her right hand, as a Niobid or Niobe 
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herself, a popular subject in South Italian sculpture. If 
the hand is not hers, Kassandra being dragged off by 
Aias would be another possibility. (Kassandra, how- 
ever, is usually shown clutching the Palladion.) Her 
drapery, like that of the Maenads (98) and (101), 
covers the breast and the left thigh in almost identical 
groupings of folds. “There are similar flat and undis- 
turbed surfaces on the right thigh. “The heavy parallel 
folds between the legs point back to (75). “There is 
also a strong resemblance to the draped females оі 
Group Е. 

Not only strong similarities of style, but also of 
technique and scale link (104) with (98) and (99). 
Like them, it is an appliqué (on top of the head is a 
hole, which probably received a clamp to hold the figure 
to the frieze), worked roughly behind and mounted 
on a thick base. 


105. Inv. 101182. Plate 18с. 
Tomb 7, before 250 B.c. 


Н. 18.2, W. 11.5. Тһе figure of a slender young 
woman, deprived of her head, most of both arms, and 
her lower legs, is clad in a long chiton, belted at the 
waist, and a himation, pulled over her left arm and 
hanging down behind her back. “There is a strong 
torsion of the figure at the waist, as she moves swiftly 
to her right. With her right arm she would appear to 
have been pulling her himation over her shoulder. 

She might be a Niobid or one of the fleeing friends 
of Persephone. Compare (289). 

Despite the poor condition of the surface of the stone, 
it is evident that the chiton did not obscure the legs 
with folds but swept over them transparently, gather- 
ing into furls between them. The right shoulder too 
must have been quite visible beneath this garment. The 
folds are thick, straight, and sharp-edged. The girl, 
like (98) and (101), moves freely in space. She also 
encloses it, if the gesture of her right arm is correctly 
interpreted. Тһе sculptor of these figures possessed 
an awareness of space, not seen in the earlier groups 


but which is a characteristic of the best work of Groups 
D and E. 


106. Policoro, Inv. 35096. Plate 17d. 


Н. 12.5 W. 28. Тһе principal face of a Tarentine- 
Corinthian Capital is occupied by the sea creature hold- 
ing a lyre of four or five strings in his left arm, which 
he plays with his right, using a plectrum. Despite 
prominent breasts, the figure is male. He should be a 
Triton, but they normally play wind instruments. The 
head is entirely missing. A voluminous chlamys 
streams back behind his shoulder and rises to meet the 
abacus of the capital. Around his waist, a skirt of leaves 
(?) bound with a triple divided belt. The “Triton's” 
body is poised on the central acanthus leaf of the neck- 
ing. Tails twist out to other side ending in double fins 
at the level of the abacus. 
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The superficial anatomy, but especially the treatment 
of the tail with the drill, indicates a possible relation to 
the sculpter or the Nereid and hippocamp relief (77). 
The treatment of the chlamys can be compared io the 
drapery of a number of figures in Group E, to the 
Amazons of (92), for example. 


GROUP F. 320-300 B.C. 


107. Metropolitan Museum (Acc. No. 29.54, Fletcher 
Fund 1929). Plates 19a-c. 
К, pp. 11, 64, 66, pl. 9, no. 44; B-B, pp. 29-31, fig. 12; 
Langlotz, p. 91, pl. 137 above. 


This relief, one of the largest and best preserved, has 
as its subject either an anonymous tombside scene, or, 
as has been suggested, one from drama— Elektra and 
Orestes beside the tomb of Agamemnon. Though its 
size and dimension raise problems about its function in 
the decoration of а funerary monument, it nevertheless 
clearly belongs stylistically to the series of limestone 
reliefs from Taras.?? 


22 Richter, “Limestone Relief,” pp. 301 ff., for a complete 
description. Miss Richter connects the scene with an Apulian 
vase painting which shows similar figures with the inscribed 
names, Orestes and Elektra, standing besides a tomb with the 
name, Agamemnon (see Pagenstecher, рі. 8, a.). Wuilleumier, 
pp. 301 ff., 452 ff., believed that the relief was inspired by a 
scene from the Choephoroi of Aischylos, as were number of 
south Italian vases (more recently, cf. Trendall and Webster, 
pp. 42 ff.) and he was surely right, but there are some prob- 
lems. In nearly all the vase representations, including the in- 
scribed one, Elektra is sitting on the tomb, before the recogni- 
tion scene. Could this be an unusual representation of a later 
moment in the drama, or perhaps of another drama? Eteokles 
and Antigone are shown besides the tomb of Oidipous оп a 
Lucanian amphora, LCS, p. 110, pl. 56, 5-6. The similarity of 
these two graveside scenes, both of which seem to reflect a 
drama, makes it dangerous to specify the drama unless names 
are attached. In any event, the Metropolitan relief reflects a 
dramatic scene, rather than the usual Apulian scene of offering 
at the grave. W. Fuchs, “Choephoroi,” RM 70 (1963): p. 38, 
is correct in pointing to the the relation of the scenes on vases 
to the rites paid to heroes in Taras (the source is pseudo- 
Aristotle De mir. ausc. 106, cited by Giannelli, p. 42). The 
Choephoroi represented an act which was repeated by ordinary 
citizens in the cult life of the city. His suggestion, however, 
that the relief was designed as a votive relief for the cult of 
the Agamemnonidai is not convincing because it makes the 
Metropolitan relief an exceptional case. It requires that the 
relief be removed from the series of funerary reliefs to which 
its style, material, and subject matter show that it belongs. 
Scenes from drama appear often on south Italian vases, many 
of which were destined for the tomb. Frequently they are 
scenes by the tomb, e.g., the meeting of Orestes and Elektra 
in the Choephoroi, or they take place in buildings or by monu- 
ments which resemble the funerary naiskos or monument. 
Sometimes statues decorated the tomb of the deceased in Taras 
(cf. Pagenstecher pp. 69 ff.). Thus in representing the tomb 
of Agamemnon on a vase, the painter may have given him a 
statue rather than a naiskos. He was not bound to reproduce 
Aischylos’s tomb of Agamemnon or the conventions of the 
stage. Several of the funerary reliefs have similar scenes 
(see note 24, below). 

The interpretive key of these representations from drama in 
Tarentine funerary art is ambiguity. The meeting of heroes at 
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The sculptor was not only among Ше most skilled; 
he was clearly an innovator with an even keener 
awareness of the space around figures than the sculp- 
tors of Groups D and E. Тһе background could repre- 
sent а stage set or, as has been suggested by Вегпаро- 
Brea, the back wall of a naiskos, from which are su- 
spended cuirass, chlamys, sword, and pilos helmet. The 
altar, seen in perspective from the left below and, at 
the same time, from a point at eye level to the right, 
helps to create depth in the narrow space of the relief. 
So do the arms and legs in-the-round, which stand out 
and cast strong shadows. 

The sculptor's draping of the female figure reveals 
his taste for abstract linear surface patterns formed by 
strong light and deep shadows. Тһе midsection of 
the female figure is flat. Little attempt has been made 
to suggest her natural contours beneath the himation. 
Folds are thin, parallel diagonals, cut across by the 
verticals and horizontals which frame her breasts. They 
contrast with the heavy, static verticals of the legs. 
This underlines the fact that she is being attracted 
toward the left and the altar. Тһе verticals of the 
warrior's chlamys, broken by the zig-zag edges, balance 
those below the female's left hand. 


the tomb of a hero transfers a sepulchral scene into the world 
of heroes (Wuilleumier, p. 541). Fuch's theory removes the 
confusion of the world of heroes and mortals by seeing in the 
scene only a reference to Agamemnon's tomb. Richter, Cata- 
logue, p. 72, quotes J. D. Beazley, “Тһе helment of pilos 
form, however, seems hardly appropriate to Agamemnon," but 
the pilos helmet is, however, frequently found in the context 
of the tombs of anonymous warriors on Apulian vases. The 
puzzlement of Langlotz, “Die bildende Kunst," р. 94, who 
could not decide whether it was in the sculptor's mind to 
show a mythological scene or a generic scene of mourning 
beside a hero's tomb і5 understandable. 

The shapes and size of the Metropolitan relief, assuming 
that it does belong to a funeral monument, are such that it 
could not have belonged to a naiskos building. The relief 
would have been too wide for a metope, and no other con- 
tinuous friezes of its height are known. Bernabò-Brea's sug- 
gestion that it formed the back wall of a small, shallow 
naiskos is attractive. but naiskoi were higher than they were 
wide. Objects like the pilos and sword are often found on the 
back walls of naiskoi in vase paintings (cf. VIE 2: pl. 40b, 
AA7). It is, of course, always possible that the frieze 
covered only that upper part of the back wall of the naiskos. 
Another possibility suggested here is that it was used as 
decoration for another type of Tarentine grave marker, a re- 
lief panel for the base of a statue or column. Тһе krater from 
Taranto, Fuchs, tbid., pl. 19, 2, may be cited to support this 
argument. Тһе dimensions of the relief panel, with a scene 
of combat, which decorated the statue base on the vase, are 
comparable to what were, in all probability, those of the 
Metropolitan relief. 

Miss Richter, ibid., р. 72, іп her stylistic analysis of the 
relief fragments attempts to date them to about 330 в.с. by 
comparing their component parts to parts of selected mainland 
Greek sculptures. Clearly the sculptor cannot be dated by his 
preference for Praxitelean drapery, and he was more than 
just eclectic. As Langlotz, ibid. p. 94, who avoids this 
methodological pitfall, points out, the relief has its own par- 
ticular rhythm, its own inner logic. 
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This and Group E drapery have points in common. 
The heavy endings around the feet compare with the 
“Elysion” scene of Group E (75), but this drapery 
differs considerably in its linearity, its emphatic geome- 
try, and its dramatic chiaroscuro effect. Тһе figures 
are frozen in contrapposto they move toward the 
altar. Ніз tensed right arm, free left leg, loose left 
arm, and weight-bearing right leg, are academic. Тһе 
heads with their theatrically pathetic expressions do not 
really seem suited to the bodies. Details of the faces, 
hair and pubic hair, and the lekythos are precise and 
clearly very important to the sculptor. 


108. Basel, Art Market (1972). Plate 20a. 
C (1972), p. 15, fig. 39. 


The heavily draped torso and legs of a female figure, 
her midsection covered by a himation, her chiton 
reaching to the ground, stand in high relief in front of 
a low, smooth bench. All her weight rests on the right 
foot, as she turns to her right where there probably 
stood a similarly draped figure. This is another gather- 
ing by the tomb and despite its fragmentary condition, 
it 15 clearly related to (107). 

From the deep parallel folds between the legs to the 
flat, angular folds of the himation drawn across the hip, 
the drapery of this figure follows the pattern established 
by the Metropolitan relief. Тһе chiton's lower edge 
curves around her slightly raised left foot in an identi- 
cal way, while the end of the himation along the left 
side forms deep pockets like “Elektra's,” (107) though 
the garment begins higher up and does not reach the 
knee. “These correspondences, as well as the corporality 
of the figure and the sense of space in the relief, which 
the bench behind the figure helps to establish, are very 
strong indications that this and the Metropolitan relief 
are by the same hand. 


109. Lewes, Warren Collection (before 1938). 
K, p. 15, pl. 13, no. 65. 


This, and the following relief, join and will be con- 
sidered together. 


110. Louvre. Plate 20b. 
K, p. 15, pl. 13, no. 64. 


(109) and (110) form a metope-shaped relief ap- 
proximately 30 cm high by 40 cm wide, which, as the 
Lewes figure holds a small lekythos, probably repre- 
sented an offering at the grave. 

These two figures (109) (110) are stiffer and more 
matronly than the girl in (107), while the drapery is a 
flat, simplified version of her ensemble. The numerous 
contrasting folds have been eliminated. In (107) there 
was shimmering chiaroscuro; here the interplay of light 
and shadow is stronger and more static. With all the 
differences in style, the Paris-Lewes and Metropolitan 
reliefs, nonetheless, reproduce the same types closely. 
The broken right arm of the figure in the Paris relief 
should in fact give a clue to the gesture of the missing 
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right arm of the female figure in (107) ; she holds it up 
and across her right breast, forming a parallel with the 
left lower arm. 

Though clearly the work of a less painstaking hand, 
the relief was surely related to the Metropolitan relief. 


111. Inv. 61. 
K, p. 31, no. 165. 


(111) and (112) have been joined. 


112. Inv. 61 (Inv. 175). 
K, p. 27, pl. 23, no. 139; B-B, pp. 33-35, 44, n. 7, fig. 14. 


А scene of family and friends at the tomb 1s the prob- 
able subject of this relief, which has been recomposed 
by the museum from two fragments, published inde- 
pendently. Тһе drapery of the right-hand figure of this 
relief is nearly identical to that of the Paris relief (110) 
in technique and general design—the same strong lines, 
especially the straight vertical folds, the same pervasive 
flatness, which is perhaps even more pronounced here. 
It is almost as if the figures pressed against a pane of 
glass. Тһе S-curve of the two figures is, however, 
considerably freer and easier than that of either the 
Paris or Lewes reliefs, and approaches that of the 
Metropolitan relief. The surface, to all appearances, 
has been treated in the same manner as the Paris re- 
lief so it is likely they (109-112) are by the same hand. 


113. Inv. 6166. Plate 20c. 


H. 25. A headless figure, holds in her right hand a 
slender staff and in her left, a head or a mask from 
which hang locks of hair. One lies across the figure’s 
arm. Details of Ше face are obliterated on the left 
edge, which is broken in such a way to suggest another 
figure there. The subject is not obvious, It might be 
Agave, who as a Maenad in long chiton and cradling a 
thyrsos in her right hand, grips the head ої Pentheus ; 
or (less probably) a Maenad with Orpheus’s head, or 
perhaps an actor with а mask.?? 

The figure wears a simple, long, and loose chiton. 
The pose is the mirror image of "Elektra" on the 
Metropolitan relief, though the S-curve is less exag- 
gerated. Compare the strong vertical beside the right 
leg, which makes it disappear completely and the folds 
which cover the right foot. It is a very much coarser 


23 If the head on the relief is that of Pentheus, the relief may 
be a visualization of the messenger's speech in Euripides’ 
Bakchai; see Séchan, p. 310, who cites an Italiote vase and J. 
E. Sandys, Bacchae of Euripides (Cambridge, 1885), pp. CXVI 
(15)-CXIX (23), for a list of later representations, relief 
sculpture, and gems.  Orpheus's disembodied head seems to 
appear only as an oracle, not as a trophy, Cook, Zeus 3: pl. 
16. Orpheus and Pentheus might both have long hair; cf. 
the murder of Orpheus оп a krater in Taranto, EAA 5: р. 
744, fig. 905. Further possibilities: ап actor dressed as a 
Maenad holding a mask (cf. an Attic bell krater, Webster, 
Monuments, p. 46, AV 10, pl. 1, а.) or simply an actor holding 
a mask. Cf. K. Schauenburg, "Frauen im Fenster, RM 79 
(1972) : pl. 4, where the figure in the naiskos holds a mask. 


[TRANS. AMER, PHIL. SOC. 


material, with a highly simplified pattern of straight 
lines and curves. 'The sculptor of (111) may very well 
have carved it. 


114. Berlin, Inv. 1641. 


K, pp. 15, 63-64, pl. 13, no. 61; Blümel, pp. 102-103, fig. 
201. 


Klumbach identifies the subject of this metope as 
Orestes and Elektra at the moment of recognition. The 
details, like her close-cropped hair, his walking stick, 
would bear out the identification. Stylistically the 
female figure is very close to (110). 


115. Berlin, Inv. 1642. 
K, pp. 15, 63, pl. 13, no. 62, Blümel, p. 103, fig. 202. 


Oidipous and Antigone?* have been recognized by 
Klumbach in a metope of nearly identical size. In all 
probability (113) and (114) belong to the work of one 
sculptor—either the sculptor of (109-110) or one 
closely allied to him—as well as the decorative program 
of the same building. 


116. Tübingen, Inv. 5379. 
K, p. 16, pl. 13, no. 67. 


Though the relief has suffered, the drapery of the 
female on this fragmentary relief follows the "Elektra" 
of (107). It probably belongs among the work of the 
sculptor of (111). 


117. Inv. 3901. 
W, “Т.а Sculpture," p. 117, fig. 1. 


The lower part of a female, draped like (112). 


118. Inv. 77. 
В-В, p. 39, fig. 20. 


Though the S-curve of her torso is more pronounced 
than that of any other figure of this group, this lady is 
still clearly one of the group. 


119. Amsterdam, Inv. missing. Plate 20d. 
P, p. 37, pl. 16, no. 76. 


Torso and legs of a small, free-standing appliqué 
figure. The arms, attached by dowels (the holes re- 
main on both sides), were perhaps outstretched. 

In this rare Tarentine example of a peplos-clad 
figure, extraordinary care was taken with detail—the 
hem around the waist, and the seam which stretched 
along the side from the arm down the whole length of 
the figure. The gentle S-curve of the figure, with the 
weight on the left foot, is the principal reason for as- 
signing it to Group F. 


?4 Compare the painting of Oidipous and Antigone in the 
“House of the Comedians” in Delos. Webster, Monuments, 
р. 119, DP 1, pl. 7а. Trendall and Webster, р. 2. The sub- 
ject is rarely represented. If this relief does indeed reflect 
Sophokles’ Kolonos, it is a subject particularly appropriate for 
tomb decoration. For the cult of Oidipous at Taras see 
Giannelli, p. 42. 
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120. Basel, Collection Cahn (1969). 


For the same reason, a small fragment, a girl's legs 
in high relief, belongs here. Тһе drapery closely re- 
sembles that of (110), though it 1s lighter and reveals 
both legs. 


121. Inv. 119137. Plate 21a. 
'Tomb 29. 


H. 13.5, W. 10. Abdomen and legs to the knees of 
a male in high relief, “The figure's right arm, wrapped 
in his chlamys, holds а strigil which touches his left 
thigh. Тһе arm and the zig-zag folds of the chlamys 
below it are bordered on the right by the narrow frame 
of the relief. “The surface of the fine-grained white 
stone has retained detail and tool marks well. The 
subject, judging from the strigil, the plump, unmuscled 
thighs, and the underdeveloped "iliac crest," 1s a youth- 
ful athlete, an ephebe. 

А comparison of the fragment with the nude male of 
(107) makes it clear that it belongs in Group F. The 
proportions correspond perfectly; and while the legs 
are broken off slightly below the knees, enough remains 
to suggest that the weight of the ephebe rested on his 
right leg while the left trailed їп an analogous move- 
ment. “There is a striking similarity between the form 
and gesture of the left hand of the ephebe, and the right 
hand of the youthful warrior. Both have long, graceful 
fingers; both cup their hands, raising the index finger 
slightly higher than the others. It is not an uncommon 
gesture. A minor difference, the slightly more promi- 
nent "iliac crest" of (107), indicates perhaps a differ- 
ence of age. 

The drapery of the ephebe finds its counterparts on 
the Metropolitan relief—the high-ridged, curving folds 
over the lower arm are like those of the female figure; 
the chlamys of the two male figures zig-zags analog- 
ously. Every indication would point to the conclusion 
that the two reliefs were the work of one sculptor. 


122. Bonn, Inv. B 241. Plate 21b. 


Bonn University, Akademisches 
courtesy of the Museum. 


Н. 28, D. 7.6. А draped and youthful male lacks 
head, feet, most of the left arm (which projected per- 
pendicularly from the background) and right hand. The 
figure leans on the staff, under his left arm, for support. 
The costume here is an unusual three-piece affair; over 
the long-sleeved chiton was a knee-length outer wrap 
of thick material, probably, judging from the seam of 
the sleeve, wool, above which was clasped the chlamys. 


This is what an ephebe might have worn against the 
cold.?5 


Kunstmuseum, photo 


25 The chlamys draped over the chiton with sleeves 15 unique 
among the sculptures. “This is the usual costume of the 
ephebe (cf. Н. Sichtermann, “Der Knabe von Tralles,” Antike 
Plastik 4: p. 72), but the additional garment under the chiton 
and the thickness of the chiton itself suggest that the subject 1s 
from the North (cf. the Thessalians of the Diachos dedication, 
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Though the pose differs somewhat, and Ше drapery 
substantially, here is perhaps another work by the 
sculptor of (107). Тһе ephebe, and the Orestes of the 
Metropolitan relief, are both very three-dimensional 
figures, Both are very loosely attached to the back- 
ground. Тһе ephebe's arms cross on different levels 
and enclose space. His legs cross easily and grace- 
fully. Orestes is moving, the ephebe is stationary, but 
both poses are expressions of a conception of dignified 
posture for heroic youth. 

Compare the figure of the ephebe with that of 
“Elektra” in the Metropolitan relief. Тһе drapery of 
the two figures, though superficially quite different, has 
points in common, The ephebe's chiton is totally 
opaque. Nothing of the anatomy can be seen through 
it. Its surface patterns are linear, composed of parallel 
or nearly parallel verticals and diagonals. Small tri- 
angles and rectangles abound. Тһе sculptor's interest 
was not in producing realistic drapery but in creating 
surface patterns over which light could play freely and 
dramatically. 


123. Amsterdam, Inv. 1589. 
P, p. 34, pl. 15, no. 68; К, p. 15, pl. 12, no. 63. 


Orestes perhaps, and, if so, a very fragmentary 
Elektra (only her left hand remains, touching the 
hydria he holds) are the subjects of this relief. Тһе 
treatment of the nude is similar to that of (107), but 
its scale and the shallow relief technique are closer to 


(114) and (115). 


124. Inv. 60. 
B-B, p. 36, fig. 16. 


A nude youth with a sword sits cross-legged on a pile 
of three large stones covered by his chlamys. His well- 
developed, slender body makes him company for the 
other male figures of this group, particularly those by 
the sculptor of (107). 


125. Inv. 62. 
B-B, p. 33, fig. 15. 


A complement to (124) is the draped woman who 
sits, caressing her hair ( ?), on a perspectively rendered 
bench. The pose resembles those of the seated girls in 
Group E (75), but the flat, linear drapery is closer 
to that of (111) of this group. 


Т. Dohrn, “Die marmor-Standbilder des Diachos-Weihges- 
chenks in Delphi," Antike Plastik 8: pl. 26. For the long- 
sleeved undergarment, cf. a limestone figure in Taranto, Dohrn, 
ibid., fig. 29). Тһе figure with crossed legs who leans for 
support on some object, appears in painting before sculptors 
discovered it (Sichtermann, ibid., р. 73). The sculptor of (122) 
drew his inspiration from a painting (cf. Hermes on a volute 
krater with a scene from drama, Webster and Trendall, fig. 
III 3, 29, also a youth beside a naiskos, VIE 2: pl. 39c, 
Sichtermann, pl. 114). 

An “adorant” (2) covered by a chlamys appears оп a re- 
lief fragment said to be from Taranto, Cahn, 40: p. 98, pl. 
62, no. 166. 
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126. Inv. 39. 
B-B, p. 40, fig. 22; K, p. 17, pl. 15, no. 76. 


A slave girl (?) stands quietly with a Jewel box 
tucked in her left arm. "The surface 1s badly damaged. 
In its general arrangement—its flat surface and sharp- 


edged folds—the drapery strongly resembles that of 
(110). 


127. Catania. 
B-B, p. 211, fig. 196. 


An attribution of this fine but very damaged frag- 
ment, representing Hekate or Persephone with Ker- 
beros,?é to Group Е relief 15 based on the general ar- 
rangement of the drapery, its numerous small parallel 
folds, the depth of the relief, and the exaggerated but 
graceful contrapposto. 


128. Inv. 110. 
B-B, p. 39, fig. 21. 


This fragmentary relief is perhaps by the same sculp- 


tor as (127). She, in any case, belongs among the 
magisterial women of Group F. 


129. Inv. 1194/2218. 
K, p. 19, pl. B, no. 90. 


This fragmentary relief torso is draped with a hima- 
tion like that of (127) and (128). 


130. Inv. 72. 
B-B, p. 210, fig. 194. 


The slender, well-muscled legs of this fragment of 
Herakles with Kerberos on a chain are the main rea- 
son for associating the fragmentary relief with (107). 


131. Inv. 118819, Plate 21с. 
Well 28. 


Н. 14.8, W. 107, D. 5.2. The lower left corner of 
a relief preserves the crossed legs of a young man, and 
the tail and hind legs of a dog. Тһе surface is badly 
eroded. “The subject was probably a tombside scene, 
similar to those in Apulian vase painting or Attic 
funerary relief. “This fragment compares with the pre- 
ceding. Тһе legs are somewhat slenderer than those 


26 Bernabó-Brea, pp. 211-212, identifed the figure as a 
goddess of the Underworld, either Persephone or Hekate, or 
perhaps Eurydike beside Kerberos. There are other possi- 
bilities. Bernabó-Brea notes the similarity of the figure to 
(165). Both wear an unusual costume which is almost with- 
out parallel on the reliefs. (165) is clearly a male and Klum- 
bach identifies him as an Oriental, but cf. (128) where a 
female is probably represented. А number of figures appear 
in oriental dress in the Underworld on Apulian vases. Tanta- 
los and one of the three judges, Radymanthos (?) on the 
Munich vase, (RVP 1: p. 258, 4 and FR, pl. 10) and Orpheus 
on the Karlsruhe amphora (ЕРР 1: 108), Altamura amphora 
in Naples (RVP 1: 167) and the Munich amphora, where 


the sensuous contrapposto of the figure on the relief is paral- 
leled. 
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of (107). Though it cannot be securely grouped here, 
the subject and his pose place the fragment among the 
reliefs of this group, many of which seem to reflect 
rites beside the tomb. 


132. Inv. 84. 
B-B, pp. 36-37, fig. 17. 


The unusually slender legs of this small relief frag- 
ment of a standing youth with chlamys serve to as- 
sociate it with the preceding. 


133. Inv. 114. 
B-B, pp. 31-33, fig. 13. 


A young man supports his head with his left hand 
while he leans on a staff (?) draped with his chlamys. 
Another figure reaches out to console him. Such an 
obvious display of grief is unparalleled among Taren- 
tine reliefs. Among the major works, the Orestes of 
the Metropolitan relief is closest. Тһе small folds of the 
chlamys on which the man rests his arm make a cir- 
cular pocket. The same detail can be seen under the 
left arm of one of the two females of (111). 


134. Tübingen, Inv. 5380. 
K, p. 19, pl. 17, no. 89. 


Upper torso and head of a woman in sleeveless 
chiton. She rests her head on her left hand in a ges- 
ture analogous to (133). 


135. Inv. 130/3165. 
K, p. 19, pl. 17, no. 91. 


Torso and right arm of a figure in Doric peplos. 
Compare (119). In this as in (134) the condition of 
the surface makes attribution on stylistic grounds all 
but impossible. 


136. Inv. 110380. Plate 21d. 
'Tomb 18, ca. 320 в.с. 


H. 9.3, W. 5.5, D. 10. Small fragment from a large 
relief with the head and left shoulder of а mourner, 
perhaps Niobe. She is veiled, and rests her chin on 
her right hand. Тһе face is badly damaged. Only the 
upper brows and general shape of the face are clear. 

'This relief has been placed in Group F for several 
reasons. “The general attitude of the figure, one oi 
calm resignation, is suitable. Тһе proportions of the 
face, its outline, and the outline of the eyes are very 
similar ю (107). Тһе hair, though formed of much 
coarser strands, is nevertheless combed back in an 
analogous manner, leaving a triangular-shaped brow. 


27 There are few examples at Taras of the generic farewell 
scenes found in Attic stelai. (84) is apparently an exception. 
The figure in this relief as the veiled head suggests could be 
Niobe; cf. an Apulian amphora in Bonn and one in Taranto 
with this subject. Trendall, “Niobe.” figs. 4-5, Trendall and 
Webster, fig. III, 1, 23, but with fragments, like this (134) and 
(133), it is impossible to be sure. 
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137. Inv. missing. Plate 22a-b. 
Neutsch, col. 245, fig. 37. 


Н. 195, W. 185, D. 85. Found in Well 13 at the 
"Temple of San Antonio," between Via Regina Elena 
and Via Criscuolo in Contrada Carceri, Taranto, 1954. 

The head and upper torso of a young woman in 
sleeveless chiton and himation. Apart from a chip 
from the left brow and abrasion on the hair the head 
is unmarred. She looked outwards and slightly to her 
right. The himation billows out to the left behind her 
head, crosses her waist, and is looped over her Іей 
arm, which must have been held outward in a gesture 
similar to that of one of the figures on (111). Her right 
arm was pressed against her side. She perhaps be- 
longed to a tombside scene. 

The proportions of the head, though somewhat gros- 
ser, are very close to those of (107). Тһе small mouth, 
prominent chin, and deep shadow under the lower lip 
link the two heads, as does the neatly combed and 
parted hair, drawn back tightly from the cheeks. Тһе 
numerous small folds are reminiscent of the Metropoli- 
tan relief's drapery, but they lack the subtle variety 
and are, in fact, nearly parallel below and around the 
waist. The decolletage is very like that of (110). The 
difference 15 in its geometrical precision, АП the lines 
seem to have been drawn with compass and straight- 
edge. “The result is a sharp, metallic appearance. Тһе 
sculptor of this relief has taken the best ideas of the 
drapery of (107) and (110) and reduced them to a 
sterile formula. Мо movement of the body is trans- 
mitted through the opaqueness. Не added, however, 
the billow. Тһе formula of folds from nipples to waist 
is very reminiscent of (98), (101) and (104, which 
also billow. 

The interaction of atmosphere and drapery, an im- 
portant motif in a number of other groups, makes a 
tentative appearance here in Group F. This relief 
should be considered transitional. 


138. Bari, Inv. 2772. 
K, p. 12, pl. 10, no. 45. 


A. hand grips the head of a bearded man, who may 
be Priam. His expression, the remaining drapery, and 
the relationship of the head to the background connect 
this fragment and reliefs of this group, particularly 


(107). 


139. Milan, Art Market (1963). 
S, pp. 20-21, pl. 6, no. 8. 


Attribution of the relief (which represents Apollo or 
Dionysos, according to Stenico) to this group is based 
on tenuous evidence: its frontality—compare (123)— 


and the vertical drapery, which hangs down the left 
side. 


140. Oria, Collection Carissimi, 1971. 


H 12. Fragmentary capital of the low, Tarentine 
variety of Corinthian. А girl's head sprouts between 
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the volutes (only part of the right volute remains) just 
above a ring of acanthus leaves, spaced evenly around 
the base. Тһе head projected beyond the abacus, 
which сап be seen on top of her hair. It belongs, 
perhaps, to a divinity of vegetation, Thalia, or a Nike. 
The treatment of the hair (parted in free-curving 
strands and forming a triangle over the brow), the 
eyes, and the shape of the face reveal a hand very close 
to that of the Metropolitan relief. Тһе mouth is larger, 
but the lower lip and chin are similarly pronounced. 


141. Inv. 36. 
B-B, pp. 218-219, fig. 201. 


This small corner fragment of a frieze gives few 
indications of its stylistic provenance, apart from the 
carefully detailed fan and mirror which hang from the 


frame of the relief in much the same manner as the 
armor in (107). 


142. Inv. 112485. Plate 22c. 
Tomb 23, 320-300 в.с. 


Н. 16.5, W. 15, D. 3.3. Fragment of the right edge 
of a relief with frame, on which rests the volute handle 
of a vase. “The vessel, an amphora shape, lies on its 
side on a smooth contoured, natural groundline. Тһе 
fragment could have belonged to a number of mytho- 
logical scenes, as well as to an offering by the tomb. 

In translating into stone a ribbed metal vase, the 
details аге kept precise and sharp. “There is an affinity 


between the sculptor of this amphora and that of the 
lekythos in (107). 


143. Inv. 130. Plate 23a. 
B-B, p. 213, fig. 198. 


The same attention to supplementary details of 
setting is evident in the lower left corner of a relief 
which probably represented Hypnos and Thanatos 
transporting a body by a tomb. Тһе monument is іп 
the form of a pilaster capped by an elaborate molding, 
and crowned with a squat vase. The winged nude 
could be by the sculptor of (124). 


?8 Нурпоз and Thanatos are rare subjects in Italiote vase 
painting. (Schauenburg, “Totengòtter,” pp. 53 Я.) Тһе best 
preserved representation is one based of Aischylos's Europa, 
Trendall and Webster, fig. III, 1, 17. Another shows them 
again in a mythical context. LCS 2: pl. 262 (285). 
Groups of Hypnos and Thanatos by the tomb are found іп 
Attic white-ground lekythoi, C. Robert, Thanatos (Berlin, 
1879), pl. 1. A similar composition crowns a stele on a 
lekythos. Collignon, p. 105, fig. 54, believed it reflected an 
acroterial sculpture. Though neither of the Attic representa- 
tions has inscriptions, both the vase painter and the sculptor 
of this relief could have expected instant recognition. Am- 
biguity, deliberate confusion of the everyday and the heroic 
as in (107) is the interpretative key of this relief. 

The tomb monument, a pilaster with a krater (?) on top, 


is ап Apulian rather than at Attic type. С}. Pagenstecher, 
pl. 14b. 
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144. Inv. 76. Plate 23b. 
B-B, p. 37, fig. 18. 


The heroic stance of this semi-nude male, from a 
scene beside a tomb(?), the dramatic gesture—the 
rght arm was outstretched—the care in details, and 
the general disposition of the himation, all have paral- 
lels in Group F. What differentiates him and the other 
reliefs of this group 15 the actual treatment of the 
drapery. Неге it is much more naturalistic. The ma- 
terial has weight and thickness; it falls in graceful 
catenary curves, starting from a single point just under 
the left hand and extending as far as the ankle. In 
this case, the folds present a rounded, ropelike edge. 
They become tighter around the waist and begin to 
intersect, modeling the body and giving it three-di- 
mensionality. “This is the function of drapery in Group 
G. “The chiaroscuro effects sought in Group F have 
been reduced as a result. Note also the traces оі 
regular zig-zag folds on the left side, a link with (107). 


145. Inv. 75. 
B-B, p. 37, fig. 19. 


This figure, like (144), is probably from a tombside 
scene. “The folds are less rounded, but in all other 
respects it is very close to the preceding relief. If not 
by the same sculptor, then it 1s by one acquainted with 
his work. 


146. Milan, Art Market (1963). Plate 23c. 
5, p. 20, pl. 5, no. 7. 


Though (144) and (145) have a slightly more exag- 
gerated contrapposto, and turn more toward the left, 
this heroically draped figure is clearly related. Dii- 
ferences are to be noted in the drapery. For example, 
the folds of the himation across the waist of this figure 
make an extravagant twist over the left arm. There 
is not the smooth transition between horizontal and 
catenary folds of (144), but the catenary folds them- 
selves seem very similar in the two reliefs, as does the 
uneventful drapery over the left shoulder. 


147. Inv. 110430. Plate 23d. 
'Tomb 19, ca. 290 в.с. 


H. 13, W. 10. Fragment of a left leg to the knee in 
relief. It has a surface which і5 badly corroded, and а 
chip out of the shin of the left leg. Тһе female figure 
rested her weight on the right leg and extended the left 
outward, and was probably seen in three-quarter view 
on her right side. “There is a suggestion of an actual 
groundline (a rock?) behind a foot. 

The drapery and stance indicate a relationship be- 
tween this fragment and (144). Тһе long rounded 
folds between the legs and the edge of the drapery 
where it meets the foot, are treated in the same manner. 
Here, though, it seems to be thinner and even more 
clothlike. 
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148. Inv. 163. Plate 24a. 
K. p. 28, pl. 24, no. 143. 


The anatomy of this appliqué figure differs from the 
reliefs in this group in making the torso broader from 
the navel to the neck, but it is essentially the same 
type—featureless, except for strong breast muscles and 
weak rib cage and central dividing lines. What ге- 
mains of the drapery suggests that the original scheme 
was very much like that of (144). Especially notable 
is the way the kolpos makes a twist just as it passes 
over the extended left hand. 


149. Catania. Plate 24b. 
B-B, pp. 143-144, fig. 99. 


This is a more completely preserved figure similar 
to (148). Тһе figure has been identifed as Zeus 
gripping his scepter, though he might equally well be 
Hades or Hermes with his kerykeion. His weight 
rests on his right leg and he turns in that direction. 
The unusual garment wrapped around his waist must 
be a chlamys, not a himation as in the preceding ap- 
pliqué. Тһе treatment of the drapery, however (short 
folds with flat ridges and deep furrows which create a 
pattern of triangles over the surface) indicates that 
the sculptor of (149) also carved (148). Here the 
edges have not been rounded as much. 


150. Basel, Art Market (1972). 
Cahn (1972) p. 15, no. 40. 


The figure is identical to (144), except that the 
drapery has been simplified and made monotonous by 
the repetition of parallel folds. 

The following three figures adhere to the pattern of 
(144) and (148), but are markedly inferior іп work- 


manship. 


151. Inv. 215, Iny. 89. 
B-B, p. 178, figs. 153, 151. 


These appliqués follow the pattern of (144) but all 
detail 1s enormously simplified. 


152. Inv. 17101. 
B-B, p. 178, fig. 152. 


An upper torso with only a small part of the hima- 
tion preserved. Тһе fine, parallel folds seem like those 
of (146). 


153. Berlin, Inv. 885g. 
K, p. 16, pl. 14, no. 72. 


The composition of (144) has been repeated here on 
a smaller scale. Тһе figure holds a staff іп his right 
hand; his head is seen іп profile toward the left. 


154. Amsterdam. 
P, p. 34, pl. 15, no. 69; K, p. 17, pl. 15, no. 74. 


A smiling, long-haired youth turns out to face the 
spectator. Ніз face 15 framed by shoulder-length curls. 
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Though apparently of inferior workmanship (154) 
follows closely the composition of other figures in this 
group, notably (144), and suggests a reconstruction of 
their missing right arms. Не holds a staff. 


155. Inv. 1192/2216. 
K, p. 28, pl. 24, no. 144. 


А fragmentary lower torso and legs, perhaps by the 
sculptor of (150). The drapery is composed of similar 
bunches of nearly parallel folds. 


156. Inv. 150. 
B-B, p. 150, fig. 108. 


А similar treatment of the breast muscles, and strong 
vertical drapery folds over the left shoulder and arm 
suggest that this small fragment of a warrior in skin- 
tight cuirass is by the sculptor of (144). 


157. Inv. 2218. Plate 24c. 


H. 20. Lower left corner of a relief with a thick 
lower border and a much thinner frame on the left. It 
is occupied by the figure of a draped male, preserved 
from the waist down. His right side, waist, and legs 
were covered in a fashion analogous to the standing 
figure (144). Only the fingers of his right hand re- 
main. Не held the upper edge of the drapery gathered 
around his waist, while he sat on a low stool with fine, 
curving legs and lion's-paw feet. А seated divinity, 
perhaps Hades ( ?). 

The modeling folds around the waist and the 
broad, triangular folds between the legs reflect a 
sense of a thick, voluminous material. They em- 
phasize the three-dimensionality of the form under- 
neath. The drapery of this figure resembles that of 
(148) so closely that it is difficult to resist assigning 
them to the same sculptor. Details and mannerisms, 
such as the long triangular fold on the lower hem оі 
(157) and the twist on the left upper edge of (148), 
certainly seem to define an individual. 


158. Bari, Inv. 3195. Plate 24d. 
K, p. 17, pl. 15, no. 73. 


The subject is a rare one on Tarentine reliefs—a 
funeral meal. А male figure with a slight paunch re- 
clines on an elegant kline; in front of this there is a 
table with lion's-paw feet. Тһе sculptor is clearly one 
who has studied semi-draped figures and fine furniture. 
It is difficult to say anything more precise about him 
or his relationship to the sculptor of (157). 


159. Inv. 83. 
B-B, p. 215, fig. 200. 


A small fragment of relief with a hand resting on a 
kline. Тһе furniture is carefully observed and it is 
assigned for that reason, as much as for the unusual 
subject, to the sculptor of (158). 
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GROUP Н 


160. Bari, Inv. 2897. Plate 25a-b. 
K, p. 16, pl. 14, no. 70; B-B, pp. 110-111, fig. 76. 


A wiry, bearded, semi-draped man sits on a rock pile 
at the right border of the relief with a staff in his right 
hand which touches the ground beside his sandaled 
right foot. It 1s extended; the left, drawn back. Ніз 
left hand, covered by his himation, rests on the rocks 
for support. “The body is shown in three-quarter view 
with the left leg nearly frontal and foreshortened. The 
head is in profile. “The torsion of the body toward the 
right 15 counteracted by the intense leftward gaze ої 
the figure. “The force of the expression, a space 
traversing glance, contrasts with the calmness of the 
rest. It transcends his physical state. Though physi- 
cally reposing, the figure is at the same time animated 
and expectant. 

There are similarities between the drapery of this 
seated figure, a himat:on which covers his left shoulder, 
and that of Group С; for example, the stretched folds 
between the legs, the modeling folds over the thighs, 
and the parallel folds over the left shoulder and down 
the left side. Тһе proportions of the body are com- 
parable to those of (144), though the figure may be a 
shade thinner. What distinguishes this relief from 
those of Group G 1s the originality of the composition. 
It 1s complex, it 15 confident, and it evidences a highly 
developed sense of space and natural setting. (160) 
bears witness to the high quality of workmanship and 
the knowledge, in Taras, of major trends in sculptural 
style. if not, as some scholars would argue, to the 
direct influence of Lysippos.?? 


161. Inv. 224. Plates 25c, 26. 


B-B, рр. 107-109, fig. 74; Carter, Atti 9 Convegno, pp. 
142-144, pls. 17-18. 


His foot raised, Hermes bends forward to tie his 
sandal, of which only a trace remains, on the back of his 
calf. Where the right hand touched the leg there 15 
now a stub. His head, to judge from the position of the 
shoulders and neck muscles, must have faced straight 
ahead, alert and lowered slightly. Тһе body 15 tensed, 
like a runner's. In the context of Tarentine funerary 
art, he should be preparing for his role as psycho- 
pompos. 

The composition of this relief like (160), appears to 
reflect in a general way mainland Greek works—in this 
case the sandal binding Hermes of Lysippos. Тһе 


29 Neither Klumbach nor Bernabó-Brea attempted to identify 
the figure, though the latter noted its striking individuality. 
(It reminded him of Polyeuktos's Demothenes.) The розе 
and drapery is that of a seated philosopher (cf. "Aristippus," 
Walters Select Bronzes, pl. 65), but, the rocky landscape 
suggests that the setting may be the Underworld; cf. (75) 
and (76). Тһе unusually intense expression then might be 
that of an Underworld judge rather than a divinity or one of 
the heroized dead. Cf. the seated semi-nude figure of a judge 
in the Munich Underworld amphora (FR, pl. 10). 
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Lysippan Hermes, it should be noted, is known only 
from late copies and adaptations, which omit the 
chlamys, thus it is difficult to judge the degree of іп- 
debtedness. It 1s certainly possible that the Tarentine 
sculptor arrived independently at this composition, since 
in general outline it was known as early as the Par- 
thenon Frieze.? An important link with (160) is the 
pronounced three-dimensionality of the figure. Though 
he 15 enclosed in a definite rectangular volume of space, 
his arms, in turn, enclose space. Неге the long swathe 
of drapery 1s an integral part of the composition, serv- 
ing to unify it horizontally. Its three-dimensional S- 
curve softens the strict geometry of the anatomy, phys- 
ically and visually tying it together. Тһе composition 
is best seen in profile, but it forms an effective pattern 
when viewed at a forty-five-degree angle from either 
left or right. 

The most original feature of this relief is certainly 
the treatment of the anatomy : the surface patterns, the 
lack of descriptive detail, the mobility, and the play of 
light and shadow. Оп the surface of the figure, the 
skin 1s broken up into numerous small planes having 
an angular, geometric shape. Note especially the 
triangles in the stomach, the quadrilaterals іп the but- 
tocks and rib cage, the pentagonal shoulder muscles, 
and the rectangular biceps. 

The drapery makes great use of modeling folds, pro- 
viding a possible link with Group G. "The folds them- 
selves are highly geometricized. This, together with 
their very sharp, unrealistic edges, adds to the overall 
impression of abstract surface design. The chlamys 
begins its course just over the left shoulder, passing 
then between the left arm, around the buttocks, over 
the left knee, and ending beside the left calf where, as 
at the beginning, it becomes part of the background. 
Only at the ends does it have the appearance of real 
cloth material It is excessive and extravagant, but 
compositionally useful. It seems to look forward to 
what will occur іп the more clearly manneristic Taren- 
tine reliefs, 

The Hermes is the work of a highly talented sculptor, 
one who perhaps had a first-hand knowledge of Greek 
masterpieces and who at the same time could adapt 
them in a very individualistic way. This is Tarantine 
chiaroscuro at its finest and most subtle. 


162. Inv. 41. 
B-B, pp. 109-110, fig. 75. 


A youth, completely nude, stands with his foot raised 
on a platform. Ніз bent right arm rests on his back, 


30 Hermes in a similar pose tying his sandal appears on a 
coin of Sybrita in Crete ca. 330 в.с. С. Kraay, Greek Coins 
(New York, 1966), pl. 168, по. 553. Тһе torso is remarkably 
close to that of a presumed copy of Lysippean work. See B. S. 
Ridgway, “The Date of the so-called Lysippean Jason,” AJA 
68 (1964): pp. 113 ff. and pl. 37, fig. 1., who dates the original 
{о the second century. As Ridgway, pp. 124 ff., points out, 
the compositional theme had a long history and it would be 
hazardous to associate any of the variants which survive with 
Lysippos’s original creation. 
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and with his left he holds his knee, in a natural varia- 
tion of the sandal binding pose. The arm behind the 
back underlines the three-dimensionality of the com- 
position, Though the carving is poor in comparison, 
the proportions correspond to those of (161). 


163. Inv. missing. 


H. 10. Findspot not recorded. Fragmentary relief 
with the torso of a woman seated on an elaborate throne 
or kline with turned legs. She wears a himation which 
covers her right shoulder and arm and is wrapped 
around her middle. The surface is badly damaged 
Perhaps from a funeral banquet scene. 

Drapery detail has been obliterated. The fragment’s 
three-dimensionality is the only basis for grouping it 


here. Subject matter is paralleled in Group G (158) 
and (159). 
164. Inv. 171. Plate 254. 


B-B, pp. 105-107, fig. 73. 


An enormously muscular, seated Herakles leans 
forward, holding in his right hand thick drapery or 
perhaps a lion’s skin. The surface is divided into ab- 
stract forms in such a way that the bone structure is 
nowhere apparent. The deep lines dividing the forms 
produce strong chiaroscuro. Here again the composi- 
tion seems to have been adapted from an original in- 
the-round conception. Bernabo-Brea suggests that it 
is a free adaptation of the famous Herakles which 
Lysippos executed for the Tarentines and which after 
209 в.с. could be seen on the Capitoline in Rome. 
In all these respects a relationship to (161) is apparent. 


165. Trieste, Inv. 975. 
К, р. 18, pl. 16, no. 85. 


A rare subject is the man in Persian dress. He 
moves rapidly to the right in a twisting motion. The 
drapery, which superficially resembles that of (107) of 
Group F, with its contrasting rhythms, emphasizes the 
movement and the three-dimensionality of the figure. 
In the treatment of the drapery below the waist and 
around the left arm, in his awareness of space, the 
sculptor shows affinity with the sculptor of (160). 


166. Amsterdam, Inv. 1600. Plate 27a. 
P, p. 35, pl. 16, n. 71; K, p. 20, pl. 18, no. 96. 


The head of an Oriental wearing a scarf-like head- 
dress similar to those on the Alexander sarcophagus 
from a figure about twice the size of (165). Nothing 
in the gaze excites comparison with (160), though 
there is a suggestion that the drapery was related to 
that of (161). It is grouped here, largely because of 
the subject’s limited popularity. 


167. Inv. 166. 
B-B, pp. 135-137, fig. 90. 


To a scene of forcible abduction beside the tomb 
belong the chariot, two rearing horses, and pilaster 
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monument ої this relief." Compare (143) of Group 
F, where a mythological scene has also been localized 
by a tomb. Light plays over the subtly intersecting 
abstract planes which torm the horses’ coats. These 
fine divisions, like those of the Hermes (161), are 
superficial, revealing little or nothing of the bone 
structure underneath. For this reason, as well as for 
the unusually high quality and its size, this relief can 
be attributed to the same sculptor. 


GROUP I 


168. Lucerne, Collection Hirsch (1957). 
Hess, p. 27, pl. 41, no. 66. 


Plate 27b. 


An appliqué Kassandra rushes toward her right, her 
chiton torn from her shoulder, her small breast ex- 
posed. In her right arm she holds a Palladion with 
an archaic Ionian chiton.? Pulling in the opposite 
direction, away from the Palladion, was А1а5, but of 
him only the hand on the back of her head remains. 
Stylistically Kassandra is related to the women of 
Group Е, 85 а comparison of her head to that of (107) 
will show. “The oval shape of the face, the full cheeks 
with high bones, the small mouth, strongly shadowed 
under the lower lip, the regular brow, and the hollowed 
eyes are nearly identical. Тһе expressions of the 
figures in (107) аге exaggeratedly pathetic. “That of 
Kassandra is remarkably restrained, even sweet. There 
15 a resignation, appropriate to the prophetess, and pain 
in the dark shadows under the eyes. Тһе unique 
feature of this group is by the animated heavy drapery 
which complements and accentuates the movement of 
the figures. In its simplicity, its mass, and the coarse, 
squared ridges, it resembles that of Group A, but this 
drapery twists and billows. Тһе thick vertical folds at 
Kassandra's waist are cut across by a diagonal which 
ends in an inflated pocket by her side. It is paralleled 
by another diagonal across her thigh. Group D drapery 
reacts to movement in a similar way, but it is trans- 
parent, whereas this, like Group A drapery, is almost 
totally opaque. | 


31 The chariot group undoubtedly represented the rape of 
Persephone or of one of the Leukippids. It was not unusual 
for a Hades to employ a biga, cf. Prückner, pl. 14, 4. The 
location of the mythological scene beside a typical Tarentine 
tomb marker (the pilaster is crowned with a Tarentine pilaster 
capital with figures; perhaps a Nike, between the volutes) 15 
an explicit statement of what was only implied in other 
representations of гарез. Cf. a rape of Persephone on an 
Apulian amphora in Geneva. Schauenburg, “Totengòtter,” 
fig. 6, which occupies a zone separated from a representation 
of a tomb by a thin meander border. 

32 For the composition cf. a marble relief in the Galleria 
Borghese, Rome, of probable Tarentine origin, Rumpf, pp. 
446 ff., pl. 10. Оп an Apulian R-F vase in Naples, EAA 2: 
p. 402, fig. 574, sub "Cassandra," Kassandra appears in the same 
pose (mirror image) inside a naiskos. She is similarly be- 
jeweled. Earrings with conical pendant of probable Tarentine 
manufacture have been found in Taranto and dated to the fourth 
century, С. Becatti, Oreficerie antiche. (Rome, 1955), рр. 195, 
fig. 383. Cf. also Hoffmann, Davidson, pp. 100, 102, figs. 22, 
23. 
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169. Bonn, Inv. B 236. Plate 27c. 
W, “La sculpture," p. 121, pl. 23, no. 3; К, p. 28, fig., по. 145. 
Bonn University, Akademisches Kunstmuseum, photo 
courtesy of the Museum. 


Another appliqué with Kassandra? This girl also 
seems to be resisting an attempt to drag her off. Тһе 
mass on her right side near her head is all that remains 
of Ajax. Нег expression is clearly one of pain, in- 
tensely felt. “The brows are slightly convex, and there 
is a deep triangular shadow where they meet the nose. 
The mouth is slightly open. Like that of (168), the 
hair is fine and curly. “The thick, heavy drapery, 
except where it loops out to the right, is made up of 
a few long, vertical folds. “The windblown fold over 
the left thigh makes a graceful pocket comparable to 
that of (163); the two figures are probably by the 
same hand. Compare the twisted folds on her right 
side with those of the left arm of the Persephone (1) 
of Group A. 


170. Bonn, Inv. B 237. Plates 27d, 28a. 


Bonn University, Akademisches Kunstmuseum; 
courtesy of the Museum. 


Н. 15. Fragmentary appliqué with the head and 
upper torso of a female. She clutches a section of 
sleeveless chiton beside her bare left breast. “The 
right arm, now entirely missimg, appears to have ex- 
tended upward and may have held a piece of drapery 
as a protective canopy. Ап incomplete bit of drapery 
is visible behind and just below the armpit. Compare 
(347) for the motif. The shoulders must have been 
approximately parallel to the background. The head 
15 in three-quarters and turns very sharply upward. A 
number of identifications seem possible. An Amazon, 
awaiting the coup de grace, or another Kassandra? А 
Niobid or Thalia would have more reason to be look- 
ing upward. 

The figure 15 closely related to Kassandra (165), by 
the drapery (wide, flat, орадие folds) and the anatomy 
(rounded shoulders, and small firm breasts). The 
proportions of the face correspond, though here the 
planes are much more simplified—a full face with full 
chin and small mouth. There 15 a suggestion of a 
smile, as іп (168), and an even more convex brow 
than that of (169). It is a mysterious expression, one 
not so much of suffering as of bedazzlement. 


171. Inv. 85. 
B-B, p. 41, fig. 24. 


photo 


The same hand that carved the drapery around the 
left breast of (170) can perhaps be recognized in this 
small fragment of a woman holding a child in her 
агп5. “The folds are squared, and stand out in even, 


38 [s the mother and child a mythological subject, or does it, 
like the rare funeral banquet scenes on the reliefs, relate to 
the cult of heroes at Taras? А woman with child appears on 
a series of terra-cotta plaques found in Taranto (Bartoccini, 
pp. 160 ff, figs. 64-71) which represent also a bearded male. 
Higgins, ВМТСС 1: p. 367, по. 1354, identifies “Persephone 
and lakchos," and he identifies the male as Dionysos. If the 
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straight 
drapery. 


ridges on smooth, otherwise featureless 


172. Basel, Antikenmuseum (1969) (on loan from The 
Collection G. Kuhn). Plate 28b-c. 


C, 17, no. 9; photo courtesy Museum. 


A young woman with long curly hair and pyramid 
earrings, rests her foot on a molded platform. She 
steadies a hydria on her knee, with outstreatched arms. 
Her garment is a peplos, worn over a chiton (visible 
below). Тһе lower part of her body is in profile, 
while the upper turns slightly out and her head 15 
slightly raised. She seems to be looking at some dis- 
tant object. She might equally well be a woman 
bringing a liquid offering to a tomb, or a Danaid. The 
girl's face (nose restored) and that of "Elektra" (107) 
of Group F have analogous structures: pronounced 
chin, plump and very wide cheeks, and a narrow, 
pointed forehead. Тһе necks are short and stout. The 
mouths are small and the lips turned down at the 
corners. А strong shadow under the lower lip gives 
both faces a characteristics pout, even though the ex- 
pressions of the two are decidedly different. Finally, 
the eyes are similar in their regular curves and heavy 
lids. In both cases the hair is carefully divided in small 
waves and pulled back from the forehead, falling loosely 
down the back for some distance. The similarities 
cease abruptly, where the drapery begins. It is opaque 
and clumsily massive. It lacks entirely the finesse of 
fold and the chiaroscuro effects which characterize the 
drapery of Group Е. Те very straight, tubular folds 
between the legs, standing out in parallel ridges, com- 
pare closely, however, with those of Group I, of (170) 
and (171). The relief helps to link Groups F and 
I. 


173. Inv. 213. 
B-B, p. 178, fig. 150. 


The drapery of this male torso is by the same or a 
very closely related hand. Compare the gentle un- 
broken curves over his right thigh and those of (172) 
and the roughly finished flat-topped ridges of the folds. 


174. Inv. 82. 
B-B, p. 212, fig. 197. 


Both subject and drapery are related to (172). Two 
women bring a hydria to be filled at a fountain with a 
lion's head spout. The chiton of the right-hand figure 





male is in fact the heroized deceased as В. Neutsch, “Der 
Heros auf der Kline," RM 68 (1961) : pp. 150 ff. argues, then 
the mythological names will have to be dropped. 

Persephone and Iakchos or Zagreus have been represented 
on an Italiote vase, Ann Ist. 37 (1865) pl. E; Cook, Zeus l: 
p. 466. А third possibility, the returning warrior. С). Sichter- 
mann, pl. 99. Like (84), it would then be a rare Tarentine 
example of a motif found more commonly in Attic funeral art. 
In favor of the identification is that on this relief, as on the 
vase, the child is partially clothed, while in the “Persephone 
and Iakchos” group, and on the terra-cotta plaques, he is nude. 
Cf. also (43). 
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suggests that of (172). “The carving 15 extremely 


careless. А hurried job, perhaps by the sculptor oi 

(172). 

175. Adolphseck, Collection Fasanerie (1955). Plate 
28d. 


К, р. 26, pl. C, no. 1304; Brommer, р. 13, pl. 24, fig. 24. 


She is probably an Amazon or a dancing Maenad. 
Nothing about this appliqué figure would identify her 
as а Niobid, as Brommer suggests. “The proportions 
of the body, the simple planes, and the animated gesture 
of this point to a kinship with Kassandra (168). Head 
and face, though similar in some respects, are in- 
dividualistic, especially іп the nearly straight brows, 
which curve down only at the corner. Тһе eyes them- 
selves are hollows like those of (168). There are 
similarities as well to both (8) and (11) of Group В, 
in the treatment of the hair as а caplike mass. The 
drapery, below the waist, has the same wide, flat folds 
as (168), but it is slightly more transparent—the navel 
is visible through it. The billows across the waist are 
very much more puffy and air filled, a strong indica- 
tion of a tendency to mannerism, carried to an ex- 
treme in Group J. 


176. Kassel, Collection Philipp von Hessen (1938). 
Neugebauer, p. 14, pl. 11, no. 22. 


Thalia, wearing a chiton, which leaves her right 
breast bare, and holding a heavy piece of drapery over 
her shoulder, is apparently firmly in the grip of a very 
long-necked eagle. Both subject and high-relief tech- 
nique seem appropriate for an acroterion, but she was 
apparently an appliqué. The simple planes of her 
drapery, the smooth oval face and carefully coiffed hair, 
and the plump and featureless anatomy, are charac- 
teristic of Group I. 


177. Basel, Art Market (1963). Plate 29a. 
C, 26, no. 183. 


Тһе figure of a girlish, young Ganymedes with long 
hair, pronounced breasts and hips stands out in high 
relief against a background formed, below, by the 
youth's chlamys and, above, by the feathers of the great 
eagle. Talons grip the right arm and left side of the 
flaccid body. The face, though badly damaged, wears 
an expression of bliss,?* comparable to that of Kassandra 


34 Ganymedes” abduction by Zeus in the form of an eagle 
was first represented in the fourth century B.C. А famous 
group by Leochares is thought to have begun the fashion. 
This Tarentine group is clearly among the earliest surviving 
examples. Pliny (Nat. Hist. 34, 79) describing the Leo- 
chares group specifies only one detail: the body was pro- 
tected from the eagle's talons by drapery. K. Phillips, ^Sub- 
ject and Technique in Hellenistic- Roman Mosaics: А Сапу- 
mede Mosaic from Sicily,” ArtB 42 (1960): pp. 260 ff., has 
argued that all known representations of Ganymede and the 
eagle go back to an archetype which was a painting rather 
than a sculptural group. Іп this original, which he believes 
is closely reflected in the mosaic from Morgantina, the shep- 
herd has been surprized on the ground. 
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and Thalia (13). The eyes, too, are hollowed out, апа 
the hair, worked in careful waves, falls down over the 
shoulders like Kassandra's. The group very probably 
served as an acroterion. Attempts were made, as 
evidenced by ancient dowel holes, to repair the eagle. 


178. Berlin, Inv. 501. 
K, p. 30, pl. C, no. 157; Blümel, 101, figs. 196-197. 


The head of a mature woman, is well under life- 
size, but too large to have belonged to an appliqué, 
like (11) of Group B. Тһе head, in its proportions, 
fine and elegant features (here the eyeball has been 
represented) and attention to detail such as hair and 
earrings, 15 closely comparable to (168). 


179. Art Market (1939). 
B-B, рр. 228-229, figs. 215-216; vM, р. 59 f., fig. 269, по. 
164. 


A capital of the Tarentine-Corinthian type has on 
one side the full figure of a winged male, and on the 
other a large-scale female head. Нег face 15 rounder 
and the lips fuller than the others of Group І, still 
the careful treatment of eyes and hair suggests a rela- 
tionship between the sculptor of this capital and the 
sculptor of (168). 


180. Inv. 16591. 
B-B, pp. 223-224, fig. 208; v M, p. 60, fig. 280, no. 167. 


The head on this anta capital, which combines fea- 
tures of (179) and of (11) and (13) of Group B, is 
a transitional sculpture. 


GROUP J 


181. Amsterdam, Inv. 1388. Plate 29b-d. 
K, pp. 3-4, 72-73, pl. 3, no. 13; B-B, 121-124, fig. 83; P, 
pp. 26-27, pl. 11, no. 52. 


The fantastic convolution of his floating chlamys sets 
this warrior off from his fellows and defines a style of 
drapery which was surely the most original to have 
been produced by a sculptor of Taras. It is a very 
thin and light material, gathered in numerous tiny 


This unusually androgynous Tarentine Ganymedes differs 
in one important respect from the examples Phillips illus- 
trates. Ganymedes has an expression which, despite the damage 
to the face, is clearly one of joy. Cf. the blissful expression 
of Ganymedes female counterpart Thalia (13). Neither 
Thalia nor Ganymedes appear to take any notice of the fact 
that the eagle's talons grip flesh. 

The smile, as well as the probable position of the group at 
the apex of the triangular pediment should relate to its purpose 
in the decorative program of the naiskos. For further evi- 
dence of the rape of Ganymedes as a symbol of apotheosis in 
the funerary art of fourth-century B.C. southern Italy. Cf. К. 
Schauenburg “Ganymed in der unteritalischen Vasenmalerei,” 
Opus Nobile, Festschrift U. Jantgen (Wiesbaden. 1969), pp. 
134 ff. Ganymedes” blissful expression would seem to Бе 
without obvious parallel in ancient art, but Panofsky has 
traced it, as it appears in a Michelangelo drawing, back to 
an idealistic version of the myth in fourth-century в.с. literature. 
E. Panofsky, Studies in Iconology (New York, 1962), рр. 213 
ff., n. 144, 145. 
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pockets. No movement of the figure, no conceivable 
cross-current could have produced it. It is almost 
purely decorative. Тһе sculptor's major concern was 
to create an interesting pattern of shadows around his 
more conventional warrior. Іп his treatment of Ше 
anatomy he relied on proven formulas. “The torso is 
less exaggeratedly muscular than those of Group C, 
but the careful and realistic divisions of the rib cage 
and thorax, the well-defined knee and thigh muscles 
are comparable. Іп relating the figure and back- 
ground the sculptor owes much to those of Group D. 
Compare, for example, (56), but here the effect of 
varying the depth of relief of the chlamys on either side 
of the warrior 1s to make him seem to emerge more 
directly at the spectator. Another fact which sets the 
relief of Group J off from the others is the weak rela- 
tionship of figures on the frieze. The helmeted war- 
rior stands in isolation. Тһе hoof of an attacker's 
horse does not reach him, nor does he catch up with 
the trailing edge of his opponent's chlamys. 


182. Amsterdam, Inv. 1587. 
Zancani, p. 107; K, p. 4, pl. 3, no. 14; B-B, p. 122, fig. 84; 
P, p. 27-28, pl. 11, no. 53. 


Subject matter, dimensions, and findspot would indi- 
cate that this fragment and the preceding belonged to 
the same frieze. Stylistically, the two warriors are 
clearly related. The male torso is similarly propor- 
tioned and isolated against the background. Here the 
figure slumps backward as his head droops toward his 
chest. Though badly damaged the eyes seem to have 
been contracted in pain. Неге, further, Ше intersect- 
ing axes through the shoulders and helmet’s plume 
create depth behind the figure. Highly agitated and 
expressive drapery is, of course, an important point in 
common with (181). The gentle undulation of the 
plume accentuates the undulation of the body. The 
relation of the anatomy to Group С 15 particularly evi- 
dent in this example, and indeed Zancani has attributed 
the relief to the sculptor of (24). 


183. Bari, Inv. 2949. Plate 30a. 
K, pp. 13-14, pl. 11, no. 56. 


A cavalryman, clad in chiton and wearing a Corin- 
thian helmet, reins his mount and prepares to hurl his 
spear at an opponent. His floating chlamys and plume 
are obvious reasons for associating him with the pre- 
ceding figures. “The graceful curve of Ше horse's tail 
is a detail strikingly like one іп (182) the horsehair 
(2) plume of the wounded warrior. The effect of a 
fluid background, as in. (181) and (182), has been 
created by varying the depth of relief; and three-di- 
mensionality, by varying the direction of the principal 
axes. “The foreshortened arm holding the reins, the 
shoulders, and spear, all have different orientations, 
while the plane established by the helmeted head was 
yet another, corresponding to that of the horse's head. 
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If not by the same sculptor, these three reliefs are by 
a closely related one. 


184. Milan, Art Market (1963). Plate 30b. 
5, pp. 19-20, pl. 4, no. 6. 


A cavalryman wearing a cuirass and Macedonian 
helmet is comparable to (183) in the composition, the 
drapery, the position of the rider with respect to the 
background plane. Неге, the swirling chlamys makes 
an extra loop behind the warrior's shoulders. It is 
more involved with the human figure and more care- 
fully integrated into the composition. It changes direc- 
tion, as the sculptor exploits the decorative possibilities 
of its contrasting curves. He is not careful in his treat- 
ment of details of the face and body of the warrior, and 
this sets (184) off from (183). It is clearly the work 
of another hand. 

The relief provides a link between Groups J and L 
with its swirling drapery. There is a connection too 
with Group T, as a comparison of the head of a war- 
rior (408) will show. 


185. Amsterdam, Inv. 3520. Plate 30c. 
К, pp. 4, 73, pl. 4, no. 16; Р, p. 28, pl. 13, no. 54. 


In this fragmentary relief the rider turns his cuirassed 
torso into, rather than out of, the background. The 
graceful curves of the chlamys, the ruffled ends which 
enclose space, link him to the preceding horseman, but 
here the relief is much deeper. Тһе rider's left arm 
was worked completely in-the-round, while the chlamys 
occupies more actual space than any drapery heretofore 
considered. It has much in common with that of (202) 
of Group К. А curious detail 1s the knot in the horse's 
tail, (or was it broken and bound for show?) 


186. Inv. 108. 
B-B, p. 139, fig. 93. 


The drapery of this warrior, as far as it is preserved, 
has much in common with the reliefs of Group J, 
especially with the wounded warrior (182). The 
muscles are powerful and well defined. The head 
slumps forward, the cheeks are full, and the eyes ex- 
pressive. The figure turns out of the background, and 
this movement is further defined, as in preceding reliefs, 
by the chlamys. It is richly frilled material, but рег- 
haps slightly bulkier. Another point in common 15 the 
plumed helmet, which collides with the upper border 
of the relief. 


187. Inv. missing. 
B-B, p. 139, fig. 94a,b. 
Two fragments, with drapery only, are clearly by 
the same hand as (181). The treatment is more de- 
talled than that of (188), but certainly related. 


188. Cleveland, Inv. 27436. Plate 31a. 
K, pp. 4, 71, pl. 4, no. 15; W, p. 300, pl. 13, 5; B-B, pp. 
120-121, fig. 82; photo DAI Rome, neg, no. 40820. 
Two warriors, nude except for their chlamides and 
headgear, proceed cautiously to the right over rocky 
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ground.’ “The one who wears a petasos turns back, 
swinging his sword around in a rearguard action. The 
warrior in Corinthian helmet faces an opponent to the 
right. His sword, of which only traces remain, 1s held 
close to his chest. “This battle frieze has much in com- 
mon with the preceding. Тһе drapery, though it lacks 
the depth and the fantasy of (181) 15 dynamic, with 
strong chiaroscuro effects. There is depth in the 
figures. The warrior in petasos holds his arms (sword 
and scabbard) so that they create intersecting axes, 
like those of (183), and the figures are similarly iso- 
lated against the background. A processional battle 
scene should be envisioned or possibly, as in (88), the 
action proceeded from both sides and culminated in the 
center. In contrast to the preceding, however, are the 
proportions of the warriors’ bodies. They are larger, 
especially through the waist and hips, and less refined 
in execution, In the lower legs there is a suggestion of 
the linearity which characterizes the anatomy of Group 
T. Тһе face of the petasos-covered warrior does not 
compare well with any of the fragmentary faces of 
Group Н, with the possible exception of (184). lt 
has coarser features, and the pathos is more exag- 
gerated. Тһе sculptor of the Cleveland relief, while 
his closest stylistic ties are with the reliefs immediately 
preceding, very likely had contact with sculptors whose 
work appears in Group T. 


189. Tübingen, Inv. 5378. 
K, p. 18, pl. 15, no. 79. 


A helmeted head, of Athena (?), with the face 
obliterated. It is cocked at an angle to the background, 
like many in this group. 


190. Inv. 6. Plate 31b. 
В-В, p. 138, fig. 91. 


This crouching and greatly foreshortened figure be- 
longed to a pedimental scene. Тһе proportions ої the 
body correspond to those of (188). He is broad in the 
hips. The drapery, pressed flat against the background, 
has likewise been suggested with a few swift strokes. 
Here, though, calligraphic loops and swirls enliven it. 
There are some similarities between this and a pedi- 
mental relief (97) in Group E. 


191. Inv. 166. 
K, p. 3, pl. 1, no. 8. 


A Skylla leans back in a pediment which is bordered 
below by stylized waves. Тһе pose, treatment of the 


35 Bieber, p. 170, fig. 722. С. Havelock, Hellentstic Art 
( Greenwich, Conn., 1968), pp. 190-191, fig. 149. In sculpture of 
the Greek mainland this isolation of figures in a continuous 
frieze is common toward the end of the fourth century в.с., for 
example, in the írieze of the recently discovered tomb at 
Leucadia. Petsas, fig. 29, the monument from Kallithea. Tsiriva- 
cos, p. 108, fig. 1, or on the well-known Lysikrates monument 
frieze (Е. Hiller, “Sarkophagreliefs des spaten 4. Jahrh. v. 
Chr," Marburger Winckelmannsprogramm, 1962, pl. 7). А 
Lawrence, Later Greek Sculpture (London, 1927), p. 54, dated 
the relief ca. 300 в.с. 
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thorax, and pronounced foreshortening, suggest at least 
the possibility that the relief and (190) are by the same 
hand. 


192. Rome, Barracco, Inv. 149. 
Zancani, p. 106; К, p. 21, pl. 19, no. 105. 


Perhaps the sculptor of (190) 15 also the sculptor of 
this torso. Its curve is more exaggerated, but Ше de- 
tail of the chlamys fastening 15 identical. Zancani as- 
signs it to the sculptor of (182). 


193. Baltimore. 
K, p. 3, pl. 2, no. 12. 


This fragmentary relief with a youthful warrior 
probably came from а battle frieze like (188). Тһе 
relation of figure to background is similar. Even 
closer is the drapery. То Ше figure's left is a horse's 
hoof. Compare also (181). 


194. Inv. 15. Plate 31c. 
B-B, p. 150, fig. 110. 


The drapery of the left arm of this running Satyr is 
conceived and cut in a manner close to that of the left- 
hand figure of the Cleveland relief (188). А corre- 
spondence in anatomical details—compare, for example, 
the left legs—would confirm this attribution. 


195. Inv. 194. 
B-B, p. 149, fig. 107. 


A much foreshortened left leg and a hand on a rock 
may have belonged to a figure resembling (190), 
though in higher relief. 


196. Tibingen, Inv. 5375. 
K, p. 18, pl. 16, no. 83. 


This fragmentary torso, with a chlamys pulled over 
the left arm, perhaps belongs in this group, with (181). 


197. Inv. 95. 
B-B, p. 152, fig. 113. 


Lower torso of a female figure wearing an ornate 
belt, like the Nike (35) of Group D. The ruffled edges 
of the chiton's overfold and its rough-hewn effect could 
be the work of the sculptor of (188). 


198. Inv. missing. 
v M, p. 57, fig. 270, no. 158. 


A figured capital, with kneeling Ganymedes, suggests 
a subject and reconstruction for the fragment (195). 
GROUP K. 275-250 B.C. 
199-212 are from Tomb 24, 275-250 B.C. 


199. Inv. 113835.38 Plate 32a. 
Carter pp. 125-126, fig. 1. 


Н. 43, W. 43, D. 12. Thickness of the background, 
about 2 cm (the same for 199-207). Тһе standing 


36 Sculptures (199-212) belonged to a single great naiskos, 
of which considerable architecture has also survived (see ap- 
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warrior, nude, but with a chlamys draped over his left 
shoulder, held а sword in his right hand. А diagonal 
scabbard strap is visible in low relief across his chest. 
The sword was directed upward at an opponent on the 
right, who is now largely missing. The Іей edge оі 
his circular shield has been broken. It was a greatly 
foreshortened hemisphere and formed a protective halo 
around his head. Тһе hole in it, immediately in front 
of his arm, held perhaps the end of the shield strap. 
His head, to Judge from the break, must have looked 
ahead, while the left foot was near, if not touching, the 
outstretched arm of a recumbent warrior. “This figure 
grips his stomach with his left arm. His right arm 
was probably bent behind him, perhaps under his head. 
His right leg, extending along the plane of the relief, 
has been broken off at the knee. His face is contorted 
with pain. The body has been foreshortened with the 
intention of making the legs seem to be a greater dis- 
tance from the relief plane than the head. Тһе result 
is a figure who resembles a cherub with a bellyache. 
Traces only of two other figures remain. Above the 
shield of the warrior curves the right foreleg of a horse; 
the right hind hock of the horse appears above the 
recumbent figure's knees. Тһе rider's presence is evi- 
denced only by the tip of his booted right foot, visible 
just in front of the horse's hock. “There is a stub on 
the chest of the standing warrior, just below his scab- 
bard belt, and another on the right edge of his shield. 
It is likely that the extended left foreleg of the horse 
touched at these points. Plaster has been extensively 
used to fill in gaps in the background, as well as the 
figure of the standing warrior, for example his right leg. 
The original surface of the figure and background of 
this relief and all others of the series are covered with 
the marks of a rough abrasive tool, probably a rasp. 
The reliefs of this group differ from the preceding, 
first of all in the relationship of figure to background. 
The tendency noted before to free the figures in space 
is here brought to its logical and practical extreme. 
The background is a very thin panel to which the figures 
are simply attached. The right leg of the standing 
warrior is completely in-the-round and perpendicular 
to the relief plane. His right arm 1s also free of the 
background. “The right side of the horse and its rider 
are represented in low relief. In their original form, 
they must also have extended into space considerably. 
The relief 1s a dynamic re-interpretation of a conven- 
tional three-figure battle scene. The nude warrior seems 
to emerge from the background and twist around to 
meet the weight of his opponent and horse, coming at 
him from above. Тһе effect of the torsion of the war- 
rior's body is accentuated by the bulging leg and back 


pendix, Tomb 24) making possible a fairly complete restoration 
(plate 70). For a fuller discussion of the building and of 
the stylistic relation of the reliefs to Hellenistic sculpture out- 
side of Taranto see Carter, pp. 130 ff, Carter, Atti 10 Con- 
vegno, pp. 286 ff. 
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muscles. They give the impression of straining to 
support the weight of the horse, which comes down on 


his shield. His chlamys, which curves forward to fill . 


the space between the three figures, accentuates his 
forward motion. Тһе horse, judging from the traces, 
must have been similarly dynamic—rearing high while 
settling back on his haunches. 

The modeling of the figures was swift, and often 
gives the appearance of being careless (for example, 
the over-compressed prone warrior and the chlamys of 
the standing warrior), but his speed is undoubtedly 
partly responsible for his success in creating figures full 
of movement and nervous energy. 


200. Inv. 113838. Plate 34a. 
Carter, p. 126, fig. 2. 


H. 43, W. 24, D. 12. Preserved are parts of two 
figures. Above, a warrior kneels on a shield angled 
downward from the vertical plane. His torso and 
foreshortened right leg are mostly intact, though there 
are large sections missing at the waist and Ше ankle. 
On his raised left arm was a shield. It curved out- 
ward, enclosing space, as did that of (199). The end of 
a scabbard protrudes just below the arm. "The position 
of this warrior's left leg and right arm are conjectural, 
but it 1s probable that the arm was lowered and held a 
weapon. The mysterious stub beside the right breast 
may be a point at which the weapon touched the body. 
There are some traces of background behind his right 
flank and left leg. Under the foreshortened round 
shield is part of a second warrior. The divisions of 
his torso are roughly indicated—the pectorals, vertical 
division, and three transverse divisions. Part of his 
left shoulder 1s visible, in a side view, under the sloping 
shield. His left leg, which seems to originate in his 
stomach, emerges from under the shield. Тһе situation 
is physically impossible, but as іп (199), the sculptor 
was not successful in foreshortening parts of the body. 

This composition is strikingly imaginative and, per- 
haps, unique. “There are examples in Greek sculpture 
of warriors kneeling on shields and warriors lying under 
shields, but the experiment of combining them may 
have been first attempted on this occasion and never 
repeated. The kneeling -warrior -simultaneously 
crouches on the shield of the fallen one and detends 
himself from an attacker on the right. А sense of 
sweaty battle has rarely, if ever, been more forcefully 
expressed. Неге the shield 15 an integral part of the 
composition. It functions practically as a divider be- 
tween the figures and, because 1t 1s not serving the 
purpose for which it was designed, helps to suggest 
a cluttered and chaotic battlefield. 


201. Inv. 113839. Plate 32b. 
Carter, pp. 126-127, fig. 5. 
H. 32.5, W. 38, D. 12. This relief, too, is very in- 
complete. Тһе torso of а kneeling horse and оі а nude 
warrlor astride with back turned to the spectator are 
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essentially all that remain. Тһе warrior probably held 
а spear in his right hand. Over his left biceps are 
а strap and two projections, above and below. These, 
it would seem, belonged to a small shield with which 
he protected his chest. Four fingers of his left hand 
grip the reins. Тһе position of his left leg is соп- 
jectural. It seems, from the break, that it twisted out- 
ward and backward, perhaps resting on the ground 
behind the prostrate horse's left hind leg and in front 
of his tail, in the lower left corner of the relief. Неге 
it would have covered the horse's haunch, but left the 
warrior's carefully rendered genitals dangerously ex- 
posed. “The horse's head, as evidenced by the folds of 
skin and the curving mane visible above the warrior’s 
hand, turned outward and slightly down. His Іей 
foreleg curved up and then perhaps bent down, resting 
in front of his tucked-under right front hoof. There 
are traces of the background behind the warrior's right 
arm, above his shoulders, and along the right edge 
where it projects 1n front of the horse's neck and right 
foreleg. 

This composition is also original. Warriors with 
their backs turned to the spectator are not uncommon, 
but a horse, presumably wounded, that kneels while 
completely recumbent rather than stumbling or rearing, 
is a rare and possibly unique creature in Greek sculp- 
ture. “The sculptor has combined his invention and the 
more conventional figure with skill. Тһе particular 
interest of the group is to be found in the contrasts. 
The clockwise torsion of the warrior counters the 
torsion of the horse's head, which relates the figures 
dynamicaly. The horse is wounded and probably 
dying. His rider is fully alive and active. The device 
of contrasting alive and dead or dying figures, can be 
seen earlier, in the frieze of the Temple of Apollo at 
Bassai, for example, but here it 1s exploited to a greater 
degree than ever before. 


202. Inv. 113768. Plates 33, 36c-d. 
Carter, рр. 127-128, fig. 4, Carter, Att: 10 Convegno р. 
288, pl. 51. 


H. 51.5, W. 49. 5, D. 12. This is the best preserved 
and, if only for that reason, most important of the re- 
liefs from the tomb. | Some restoration has been done 
in plaster, a fact not entirely apparent from the photo- 
graphs. In order to leave the reader with no doubts 
about its original appearance, this will be detailed 
here. 

The rider: His head, which is off-center with re- 
spect to the shoulders, is nevertheless where the sculp- 
tor intended it to be. Only a small section broken 
from the right side of the neck has been filled іп. The 
right forearm, which extends above the straight upper 
edge of the background, is plaster. Part of the wristlet 
touching the head, however, and the tip of the elbow 
and the folds of skin in the curve of the elbow, visible 
in three-quarter view, are original. Most of the hand, 
gripping the sword and hit with finger and thumb, 
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is original and attached to Ше background, ample 
testimony that the reconstruction 1s essentially correct. 
The tips of right and left sandaled feet have been re- 
stored. Again, plaster has been used to replace the 
leading edges and curving top of the cape. "The rider 
wears a cuirass with fringed pteryges, shoulder straps, 
and gorgoneion. His chlamys is held by a circular 
clasp and his sandals are the Macedonian type. “The 
horse: The right knee of the horse was lost. Тһе 
position of this leg, however, is not a matter of doubt. 
А strut, visible іп three-quarter view, supports the 
hoof and is attached to the same section of background 
on which the left foreleg is represented. Along his 
neck are traces of the reins which the rider's left hand 
would have held. Small gaps in the right rear hoof 
and base of the tail have been filled. The right ear and 
the tip of the tail are missing. Тһе fallen warrior: 
The right arm has been rejoined to the shoulder by a 
short section of plaster. If the sword had a hilt, it was 
not apparent to the restorer, who filled іп this missing 
section of the fallen warrior's weapon. Тһе top edge 
of Ше pelta shield is modern. The left arm and shield 
have been rejointed to the rest of the body at the elbow. 
The warrior is without a face except for a small section 
of the right side of his chin, visible іп three-quarter 
view. From this, it seems he turned his head upward 
toward the rider. “The background and groundiine: 
In the background, large expanses have been filled їп, 
but the original straight edges of the relief have been 
preserved on all four sides, notably that behind the 
rider's head and the upper left corner behind his cape, 
which extends to just below the horse's tail. On the 
right side there is a small section in front of the horse's 
left hoof. Both lower corners are securely defined. Of 
the uneven groundline, the only hole to be filled was 
that in front of the fallen warrior's sword arm. "This 
is the only relief of the series where the full height and 
width have been preserved. It permits us to identify 
them tentatively as metopes, and so they have been re- 
stored (see the discussion of naiskos architecture Part 
I, B and plate 70), but their design is different from 
the usual. Figure and groundline projected beyond 
the background, raising problems as to how they would 
have fitted into the traditional architectural framework 
of the Doric order. It is clear also from (199) and 
(202) that the compositions are very well suited to the 
square panels. 

Familiar subject matter and particular detail go into 
the making of this relief panel. The victorious warrior, 
mounted on a rearing horse and looking down at his 
prostrate enemy, appears in numerous battle friezes and 
occasional funerary monuments from the late fifth cen- 
tury B.C. onwards. In particular, the rider's wild locks, 
cuirass with gorgoneion and chlamys immediately call 
to mind equestrian portraits of Alexander. This re- 
lief, however, differs from all others in its emphasis. 
The characteristic balance of human and equine has 
been upset. 
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Interest is immediately focused on the enormous 
horse. With hind legs firmly planted, his body arches 
out over most of the width of the panel. “This power- 
ful rightward movement, which is accentuated by the 
strong horizontals of the rider's cape, is arrested mid- 
way. Тһе neck turns down and outward; the legs are 
nimbly bent. He clearly grasped the sculptor's imagina- 
боп. The horse in Greek sculpture is normally а 
creature of sleek and graceful proportions in an attitude 
of calm repose or effortless, swift movement—unless, 
of course, he is wounded, and even then he rears or 
falls with style. Here, instead, is an animal of massive 
parts who lunges forward with grim determination. 
His hind legs are gnarled, with bones, muscles, and 
veins protruding. They are a little too big for the 
rest of the body. The prominent hipbone is an impor- 
tant detail, adding greatly to the overall effect of lanky 
power. His short, thick neck and wide chest give a 
sense of tremendous forward momentum, while the 
bunched folds of skin in the neck, the raised vein in 
the muzzle, the bulging nostrils, and the passionately 
curved brows of the great eyes give him an almost 
human expression of grim determination.?' 

Іп comparison the rider is insignificant and much 
less well executed. Не has been contracted by shorten- 
ing his leg from hip to knee and offsetting his head. 
He shows little immediate concern in controlling his 
mount. Of the two human components of the composi- 
tion, the falling warrior is clearly the more powerful. 
His chest and shoulders twist outward as he reclines 
on his right leg, while his head turns in the opposite 
direction, toward the rider. “This backward torsion 
counters the forward lunge of the horse. In his choice 
of human figures, the sculptor's prime consideration 
could not have been harmonious composition. Тһе 
rider's head, as noted above, is in its original position. 
It seems to sprout from the left shoulder on a neck 
which 15 practically non-existent. А simple explanation 
for this awkwardness can perhaps be seen in the fact 
that basic to the conception of such triumphal scenes 
15 eye contact between victor and vanquished. The 
hero, however, almost always faces forward. It would 
appear, then, that the sculptor unsuccessfully attempted 
to alter his preferred type of victor by making him 
look backward to contorm with his choice for the van- 
quished.?® More evidence of the sculptor’s failure to 
compose his figures well 1s the distracting circular pat- 
tern in the center of the relief set up by the pelta shield 
and the right leg of the mounted warrior. 


37 Тре closest comparison is the head of the horse on the 
great relief from Kolonos Hippios of a race horse held by his 
groom. А definitive publication is awaited. For а brief 
description and partial illustration see, S. Karouzou, National 
Archaeological Museum, Collection of Sculpture ( Athens, 1968), 
pp. 127-128, pl. 49. 

38 For an alternate and complementary explanation of the 
displacement of the head see, Carter, p. 130. 
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Stylistically important is the voluminous cape which 
fills the left corner of the relief. From the point of 
view of originality of conception and quality of work- 
manship, it ranks with the horse. Though composed 
of many flat surfaces, it has a strong sense of volume. 
It encloses space in its curvilinear folds. The texture 
is soft, almost like velvet. Here, the marks of the rasp, 
so evident everywhere else on the surface, have largely 
been smoothed away. А final observation on the style: 
The sculptor has clearly attempted to turn groundline 
into landscape. Тһе rise and fall of the ground level 
is obvious between the fallen warrior's knee and left 
foot. 


203. Inv. 113836. Plates 34b, 36b. 
Carter, р. 128, fig. 3; Carter, Atti 10 Convegno, р. 287 
f., pl. 50. 


Н. 39.2, W. 23, D. 12. Preserved 15 the figure of a 
bearded warrior in an unusual garment. Missing are 
his right arm from the shoulder, part of his left arm, 
his left leg from the knee, and his right foot. АП but 
the left arm was worked entirely in-the-round. The 
background is visible behind the shoulder and behind 
the right leg. The figure's eyes, as well as his move- 
ment, are directed toward his right. There is a trace 
only of a formless stub, which is probably the hand of 
an attacker, on the back of Ше bearded head. If this 
is so, the figure would have been on his left attempting 
to drag him backwards, while the fleeing man sought 
to free himself from the grip with his raised right arm. 
Alternatively, the arm might have been raised to strike 
a blow in front, in the direction of his intense and 
pathetic gaze. The garment, an exomis of a heavy ma- 
terial, perhaps leather, falls diagonally over the lett 
shoulder, leaving the right bare. It is girt around the 
waist, with a slight overfold, and falls down to the knees. 
It opens over the right thigh, intentionally, and is 
folded back. А sword belt slung over the right shoulder 
runs diagonaly down to a scabbard which is seen, 
greatly foreshortened, to protrude between the figure's 
flank and his lowered and draped left arm. Both his 
beard and his costume set this figure off from the rest. 
Despite his robust physique—the chest, and well- 
muscled calf and thigh compare with those of (200)— 
he is clearly an older man. Тһе costume is not that 
usually worn by a Greek. Every indication is that this 
is a barbarian leader, the counterpart of (202), who 
should be the leader of the Greeks.?? 


39 For a fuller discussion of the iconography see, Carter, pp. 
132 ff. It has been suggested that the panels taken together 
represent a battle of Tarantine cavalry and local barbarians. 
The Alexander iconography of (202) is unparalleled among the 
other surviving reliefs. Ап allusion, it could be argued, has 
been made to contemporary warfare in which Macedonian or 
Epiriote warriors played a leading role (expedition of Alex- 
ander the Molossian, Alexander's uncle, са. 335 в.с., апа 
Pyrrhos, 280-275 в.с.). Is it coincidence that the naiskos dates 
from the period of Pyrrhos in Taras, and Pyrrhos fancied 
himself the Alexander of the West? See H. Bengston, 
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Stylistically this figure is one of the most interesting 
of the series. The garment, like the chlamys of (202), 
consisting of simple but boldly projecting folds, en- 
velops space naturally. (Both front and back edges of 
the hem of the exomis, separated by several centimeters 
of space, are visible.) It covers a firm, muscular body, 
similar to those of Group C—compare the warrior 
(20)—but without the subtle planes and careful de- 
tal. The figure's movement is balanced without losing 
dynamism—right arm and left leg extended, left arm 
and right leg relatively withdrawn. The figure’s 
chiastic pose is accentuated by the criss-crossing of the 
upper edge of the exomis and the sword belt. Тһе 
head, however, is truly remarkable. Though in many 
ways similar to the bearded head of Group C (27), 
the brow has an additional curve at its upper corner 
which heightens the pathos. “The eyeball itself is not 
represented. In its place is a hollow. “The nose 15 long, 
straight and expressive; the cheeks sunk, the brow fur- 
rowed. Hair and beard are composed of a few large 
tufts and locks. The face is extremely dramatic, fore- 
shadowing those bearded heads of Giants from the 
Great Altar of Pergamon, but at the same time there 
is a distance, a detachment in the gaze, which is not 
present there. АЙ this is done with a few strokes and 


"Aspetti storico-universali del mondo ellenistico,” РР 1956: 
pp. 164 ff. Тһе tomb might have been that оі a foreign war- 
rior. 

It is impossible to identify the opponents of the mounted 
warriors. Тһе nude warrior with pelta who has fallen before 
the rider is also unparalleled among the reliefs, where, 
as in Apulian vase painting, the pelta is the weapon of Ата- 
zons and fully clothed barbarians. Italiote warriors, as on the 
urns from Canosa, however, often fight nude, Couissin, p. 261. 
Some of the nude figures on the other panels (199-201) must 
certainly be opponents of the Greeks. Тһе barbarian “chief- 
tain" (203) wears a distinctive leather (?) exomis with a 
slit side and downturned diagonal edge (details which suggest 
that there might have been a painted prototype). 

The relationship of this figure to the rightmost rider on the 
frieze from Lecce in Budapest (see Kahler, pl. 23 below), has 
not been previously noted. “There are other comparisons with 
the Lecce frieze. Тһе figure who holds his shield over his 
head, while stabbing the horse of his opponent in the chest is 
an unusual composition, paralleled by (199). Тһе type of 
rearing horse with legs stretched out behind, as seen in that 
of (201) and probably (204), is not common elsewhere. Тһе 
fluid treatment of the background which characterizes the 
Lecce frieze is also a salient feature of this series of Taren- 
tine reliefs. The relationship of the Lecce frieze to the frieze 
of the Aemilius Paullus monument at Delphi has been demon- 
strated, Kahler, p. 20 (as earlier A. Hekler “Relieffragment 
aus Lecce," JOAI 18 (1915): pp. 94 ff, who identifies it as 
a battle of Gauls and Romano-Campanian cavalry) dates the 
Lecce frieze in the late second century, and plays down its 
connection with the art of Taras (cf. also Adriani, p. 80). 
Bernabó-Brea, p. 127 ff, on the other hand, dated it third 
century and emphasized the stylistic continuity of Tarentine 
relief sculpture, the Lecce frieze and the monument in Delphi. 
The battle reliefs from Via Umbria (199-205), among the last 
to be produced in Taras, add weight to his position. ІЁ the 
reliefs and the Lecce frieze are not directly related they 
should at least have a common prototype which goes back to 
the early part of the third century в.с. 
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an apparent minimum of effort. It is gouged out, 
unfinished, suggestive. Неге the sculptor worked the 
soft stone quickly and masterfully. 


204. Inv. 113837. Plate 35a. 
Carter, pp. 128-129, fig. 6. 


H. 27, W. 44, D. 12. The horse's head was damaged 
around the eyes, and the left ear 1s missing entirely. 
His muzzle, a separate fragment, is in better condition. 
There 15 а trace of the rein, which must have been 
rendered completely in-the-round, between the head 
and the neck where it picks up again. His right fore- 
leg was bent sharply upward. Тһе powerful hind legs 
are pushing. Like (201) and (202), he is long- 
waisted. Тһе rider's head and neck are missing еп- 
tirely. Ніз right arm was probably raised, cocked, 
and holding a spear, since his sword is still in its scab- 
bard. Аз he twisted to hurl the spear, he must have 
looked straight ahead at his opponent. “Two straps of 
sandals are visible just below his right calf. Тһе armor 
is a skin-tight cuirass with rolled edges around the 
waist and arms and without shoulder straps. А seam 
extends from just under the left arm to the waist. In 
place of the usual pteryges is a skirt, perhaps of leather, 
which has a vertical seam and rolls up behind the rider. 
The chlamys, in very low relief, is very long and badly 
damaged. 

The horse is decidedly less robust than the charger 
of (202). He has a slender neck and a longer and 
more sinuous torso. His hindquarters are massive but 
softer, with less of the bone structure visible. Не 15 
altogether a rangier animal, more nearly a thorough- 
bred type. Тһе mouth, with teeth bared and nostrils 
flaring, is expressive, but the head as a whole lacks the 
power of the charger of (202) and 1s much smaller in 
proportion to the rest of the body. Note that both 
horses have the twisting tail. 

The rider of this horse is larger in proportion to his 
animal than the rider of (202), and he is, taking into 
account the difference in the type of armor, a more 
muscular combatant. 


205. Inv. 113843. Plate 35b. 
Carter, p. 129, fig. 7. 


Н. 16, W. 14.5. “The horse's head is tucked down 
and turned sharply out from where the background 
might have been. “There is no sign of reins crossing the 
neck as in previous cases. Rather, there is a section of 
strap visible in the lower left corner which seems to 
have reached as far as the mane. "The sharp lines in 
the lower left corner might indicate that the horse's 
body was falling and contorted with pain. 

The head, with its deep lines and unruly mane, is 
wilder and more emotional than that of (204), but 
both smaller and weaker than that of the charger of 
(202). One of several dozen smaller fragments from 
the tomb, of the same scale, more or less as those dis- 
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cussed above, it must have belonged to yet another 
metope-shaped relief from the naiskos. 


206. Inv. 113851. 


seven small fragments of drapery. Dimensions of 
the largest, the corner of a relief, are: Н. 25.7, МУ. 25.8. 

These fragments clearly belonged to compositions 
like (199) and (202), but the treatment of the drapery 
itself differs considerably. It is not conceived in large 
planes and sweeping lines, but is rather broken up into 
numerous small and sharply intersecting planes and lines. 
The overall effect is nervous and mannered. (181) of 
Group J is comparable. 


207. Inv. 113841. Plates 35c, 36a. 


seventeen small fragments, mostly parts of men and 
horses. Dimensions of the largest, a lower leg and 
knee resting on a rock: Н. 11.7, W. 14.5, 1).9. 

Perhaps the warrior with his knee on the rock wore 
shoes, since there 1s no attempt to indicate the toes, as 
in (199) and (202). The sculptor rendered anatomy 
crudely, but seems to have had a stronger interest in 
the natural setting than that manifested in (202). Also 
clearly identifiable 15 a left hand gripping a handle which 
tapered to a point, Perhaps it was the end of a club. 
A small cylindrical fragment with a design of hatch- 
work strips may be а sandaled ankle. Тһе corroded 
bronze dowel projecting from the top would have 
joined it to the leg—an ancient repair on a mounted 
warrior? “There are also two horse's hooves, a raised 
forehoof and one which is planted on a section of 
ground, and a human calf and thigh. Тһе rest of the 
fragments are sections of background or unidentifiable 
parts of figures. 


208. Inv. 113840. Plate 38a. 
Carter, p. 130, fig. 10. 


H. 14.5, W. 44.5, D.12. The lower half of a Nereid 
and the forelegs and shoulders of a hippocamp are 
recognizable in this poor fragment, probably a pedi- 
mental relief. She lies supine on Ше monster's back, 
a large swathe of drapery trailing behind her. 115 
edge appears just over her buttock. Otherwise either 
she is naked or the sea-drenched drapery on her body 
is completely transparent. Identically curved and uni- 
formly spaced waves represent the sea over which they 
glide. 

Apart from the swathe of drapery, which vaguely 
resembles the cape in (202) there 1s little to indicate 
the relation of this relief to the others from this tomb, 
but then there are no compelling reasons for assigning 
it to another group. 


209. Inv. 113845. Plate 37a. 
Carter, pp. 130-131, fig. 8. 


Two fragments of a Skylla. Dimensions of Ше 
larger: H. 13.5, W. 10.7 One fragment is the head of 
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a dog. On either side of the muzzle are paws and, on 
the left side, the left paw of a second dog of whom there 
is no other trace. Above the head is the smooth con- 
tour of the Skylla's human torso. Providing the transi- 
tion is a horizontal band encircling the body. It re- 
sembles a short, pleated skirt. Тһе smaller fragment 
preserves some of the torso and some ої the skirt. 


210. Inv. 113769. Plates 37b-d. 
Carter, pp. 130-131, fig. 9. 


Twelve fragments of the crowning molding оі the 
geison in the form of snaky tails. Dimensions of the 
largest: H. 16, W. 20, D. 6.5. The bases of these sec- 
tions of tail are smoothly finished and have holes in 
them. “The backs are also finished flat. It seems clear 
that these ran along the edge of the gable, emanating 
from the central acroterion, the Skylla whose diverse 
tails they undoubtedly represent. In certain cases it 
1s obvious that the worked surface inclined forward at 
an angle of about fifteen degrees from the vertical, in 
order to increase its visibility from the ground. There 
are essentially two kinds of tails, scaly and smooth. 
There are about an equal number of fragments of each 
(six scaly, five smooth). The scaly one, which is 
precise with a uniform fin down the spine, would have 
run down the left half of the gable. It is tapered for 
that purpose. “The smooth one tapers off toward Ше 
right. The loops of the tails begin sometimes behind, 
sometimes in front of themselves. 


211. Inv. 113847. Plate 38b. 
Carter, p. 131. 


H. 7, W.5. Small head and neck of a horse in relief. 
The muzzle has been broken and the full mane 15 
slightly damaged. He was turning outward from the 
relief ground. 


212. Inv. 113846. Plate 38c. 
Carter, p. 131. 


H.13, W. 85. A warrior with one arm raised above 
his head turns to strike at a fallen enemy. He holds 
a shield on his left arm, and a sash of drapery loops 
over his forearm by the elbow. His gaze met that of 
his enemy, whose arm, raised in supplication, can be 
seen on the victor's chest. The facial features are 
damaged beyond recognition, though it appears that 
the eyes were deepset. 

The powerful anatomy of the figure and his twisting 
movement are similar to that of the figures on the 
large frieze in this tomb. Тһе scale of the warrior 
and horse of (211) is the same. It is suggested that 
both were part of a smaller decorative frieze from the 
same building to which the larger figures belonged. 


213. Inv. 52929. Plate 39a-c. 
Tomb 1, 295-255 в.с. B-B, pp. 115 ff, fig. 79; B-B, 
“Taranto,” pp. 457 ff., fig. 30; Adriani, p. 79, pl. 6. 


This is the largest of surviving Tarentine reliefs 
(61 centimeters high) and it is among the best pre- 
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served. It retains traces of the original polychromy: 
background, blue with a yellow border above; insides 
of the shield, red with yellow stripes; the hair and lips 
of the warrior were reddish brown. Тһе composition 
consisted of two muscular figures locked in mortal 
combat. Of the figure to the right there remains the 
left forearm, with a section of the shield attached, and 
the left lower leg and foot, stretched out on the ground 
near the other warrior's left foot. He had fallen down. 
His body must have been compressed to fit the lower 
left corner of the relief, which has been broken entirely 
away. 'The outline of the attacker 1s clear. He emer- 
ges from the plane of the relief and at the same time 
twists, preparing a backhanded blow with the sword. 
The composition 1s not original, but like many of those 
from the tomb on Via Umbria (199-212), it 15 un- 
usually dynamic.“ 

One difference between the Via Nettuno relief and 
those of Via Umbria 1s the disposition of the body with 
respect to the background. Here the background ap- 
pears more solid. “The attacker does not emerge from 
it with quite the fluidity of the figure in (199). Тһе 
missing warrior of this relief, however, held a shield, 
foreshortened in a manner very similar to that of the 
warrior in (199). А comparison of the torsos of the 
figures shows a strong similarity in proportioning, but 
the anatomical details are more carefully worked out 
and accentuated in the Via Nettuno relief. 

A. close comparison of the warrior's head with those 
from the Via Umbria reliefs confirms the impression 
of their stylistic affinity. Not only the technique but 
also the proportions and details correspond nicely. The 
eyes are hollows with lids; the brows form a flat band 
which widens at the outer angle. The mouth is small, 
with the wide upper lip similarly divided into three 
sections. Тһе hair in both cases is roughly gouged 
out. If these reliefs are not by the same sculptor, 
then they are by two close enough to have been father 
and son. 


214. Inv. missing. 
B-B, “Taranto,” p. 460, fig. 33. 


A horse's muzzle, nose, and mouth with traces of 
red paint in the nostril. The scale 1s that of (213) 
and it is undoubtedly from a similar metope-shaped 
relief. “The expression is also exaggerated. “The nos- 
trils and the vein over the bridge of the nose pro- 
trude. The mouth is open. The skin below the lip is 
contorted. In almost every detail, this head corre- 
sponds to the horse in (202), further evidence for the 


10 Bernabó-Brea dates this relief to the last two decades of 
the fourth century B.c., using stylistic comparisons with the 
Mausoleum, especially the bearded warrior on the Genoa slab, 
BMSC 2: no. 1022. The pose, however, is more closely 
paralleled on the so-called Krateros Base from Messenia (now 
in the Louvre), which perhaps reflects a Lysippan composition. 
H. von Roques de Maumont, Antike Reiterstandbilder (Berlin, 
1958), fig. 13b. | 
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close relationship of the monuments. Тһе workman- 
ship 1s also comparable—the surface was left rough 
with rasp marks. 


215. Inv. missing. 
B-B, “Taranto,” p. 460, fig. 32. 


segment of Skylla's scaly tail with a dog's head at- 
tached. The fragment clearly belonged to an acroterion 
similar to that from the tomb on Via Umbria (209— 
210). Other fragments show that there were smooth 
and scaly tails here also. 


216. Basel, Art Market (1969). Plate 38d-e. 
C (1972), pp. 18, 20, figs. 48 a-b. 

H. 7.8, W. 7.2, D. 3. A fragmentary head, perhaps 
of a dying Amazon, inclined towards the right shoulder. 
Chin, slightly parted lips, part of the neck, and a sec- 
tion of hair behind the ear have been preserved. There 
are traces of reddish-brown paint on the hair and under 
the eyes, and of yellow on the irises. 

H.7. А fragmentary warrior's head with the mouth 
(lips again slightly parted), the tip of the nose, the 
lower edge of the eye cavity, and part of the neck pre- 
served. Тһе left eyeball was rounded and protruded. 

Both heads, undoubtedly from the same monument, 
are closely comparable to the warrior of (213). "The 
pudgy cheeks, small, fat mouth, and pronounced chin 
are the same and the eyes appear to have similar lower 
lids. The rough rasp was used here as well. 


217. Tübingen, Inv. 5381 (missing 1972). 
K, p. 26, pl. 23, no. 133. 


Rounded cheeks, small mouth, eyes deepset but with 
hollowed eyeballs, and hair in large, roughly carved 
clumps indicate that (217) is also by the same hand 
as (213). 

218. Inv. 133. 
B-B, p. 73, fig. 50. 

The head with an Attic helmet 15 coarser than the 
above. Тһе eyes are small; the lips, thin; and the 
neck, thick. The eyeballs have been nicked in the 
centers. Араш, the hair is divided into large, irregu- 
lar locks. Тһе figure is related to (213), but by ап 
inferior sculptor. 


219. Inv. missing. 
B-B, p. 92, fig. 62. 
In the treatment of the eyes, the head of a small 


karyatid, in-the-round seems to betray the hand of the 
sculptor of (218). 


220. Inv. 842/1866. 
K, p. 17, pl. A, no. 75. 


Attached to a section of relief ground is a head with 
a small Phrygian cap on it, resembling in a general 
way (218). 


41 Тһе larger complete karyatides, Bernabó-Brea, pp. 93, ff., 
figs. 63-66, as well as large scale, free-standing figures, will 
be treated in another place. 
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221. Inv. 1091/2115. 
K, p. 21, pl. 19, no. 104. 


A cuirassed torso. Тһе right arm was raised. Тһе 
armor is elaborate (note the gorgoneion in the center) 
and comparable only to that of (202). 


GROUP L. Before 275 B.C. 
222-225 are from Tomb 35, ca. 330 в.с. 


222. Inv. missing. Plates 40a-c, 41a-d. 
Stazio, Atti 6 Convegno, p. 291f, рі. 14, 1. 


Н. 15, L. 51.5, D. 6.5 This long section of a frieze 
was broken into at least three major sections. The 
right side 1s incomplete and there was at least one other 
figure, of whom the hand and part of the drapery re- 
mains. The other break occurred just beside the only 
male figure, who 15 missing a right leg as a result. The 
damage may have occurred when the frieze fell from 
its architectural setting, as the breaks seem to be old. 
The female gripping the archaic statuette has a freshly 
abraded torso. Тһе relief 1s shallow. А flat border 
surrounded it on all four sides, which at the bottom 
slopes upward perceptible to meet the background, as 
do the horizontal surfaces of pedestals which support 
the female archaic statuettes. Тһе top and the bottom 
of the frieze block were sawed very roughly, while the 
left side is smoother. It is quite possible that the 
frieze was mounted on an architrave over the front of 
the naiskos for its entire length and not continued 
around the side. If the left end of the frieze corre- 
sponded to the left end of the building, its greater de- 
gree of finish would be explained. Bases and capitals— 
see appendix and (225)—found together with the 
frieze show that it decorated a columnar building. 

The subject of the frieze is not obvious. The relief 
was temporarily christened the “Tliupersis frieze” since 
a woman who runs away from a male and grasps an 
image for protection suggests the rape of Kassandra, 
a popular Tarentine theme. There are two images and 
four woman and on closer examination, the statuettes 
are not the Palladion required by the story. The figures 
are unarmed and wear a polos—like archaic images 
of Artemis. The male, further, carries a hunting 
club or lagobolon, whereas Aias is shown either with a 
sword or unarmed. Clearly, he is the center of atten- 
tion of not one but two symmetrical groups of two 
women fleeing toward two nearly identical statuettes. 
The identity of the statuettes is perhaps the clue to that 
of the other figures. Artemis, according to one source, 
punished the hunter Orion with death, for attempting 
to rape Opis, one of the Hyperborean maidens. 


42 The two Leukippids seek protection from the Dioskouroi 
by embracing xoana of Artemis. Cf. an Apulian amphora in 
Ruvo, Sichtermann, pl. 61, but in (222) only one male, and 
four not two females are represented. Further, the male, in 
addition to his chlamys, carries the club of a hunter. The 
Dioskouroi were occasionally represented as hunters, but 
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Stylistically this frieze has much in common with 
many so far presented, but it has much that 1s clearly 
original. The poses of some of the figures echo, for 
example, those of (88). “They wear the same simple 
and somewhat opaque drapery, and they are isolated 
in their rapid movement against an empty background. 
several major innovations emerge in the comparison. 
First, a compositional principle has been inverted. The 
center is more or less static, and the figures with great- 
est movement are found at the edges. Тһе principle 
of symmetry remains, but here it is much more rig- 
orously applied than in the friezes of earlier groups. 
The drapery is voluminous and playful to a degree not 
encountered before (though Group ] seems to point 
the way). The leftmost running female is the ex- 
treme example. She advances with arms outstretched. 
Her himation flows forward, and backward, defining a 
three-dimensional S-curve. It begins in the space be- 
tween her arms, goes up and around the neck, and 
then back between her arms and under to the right. 
The ends are curled like those of the riders (183) and 
(184) of Group J. The other female figures also have 
large, elaborately twisted himatia which are less wind- 
blown and less curvilinear. Тһе drapery of both the 
females and the male is abstract, and fanciful. It has 
clearly surpassed the human figure as the focus of at- 
tention. 

Additional stylistic peculiarities: The perspective 
lines of pedestals and ground create independently a 
space in which the figures can move. The integrity of 
the background, however, is reasserted by the drapery 
which flattens out against it. Though execution of the 
details of faces and hair is crude, the interlocking 
glances and the swift, dramatic movement of bodies 
and drapery produce a strong sensation of spontaneity 
and life. In this respect, the frieze far surpasses all 


usually in the context of another myth, like the boar hunt of 
Meleager. 

Apollodoros (ed. J. G. Frazer) I, 4, 5, p. 33, records a 
version of the Orion story in which the famous hunter was 
slain by Artemis for offering violence to Opis, one of the 
maidens who had come from the Hyperboreans. In represent- 
ing this little known myth an artist would have been at 
liberty to represent as many subsidiary maidens as he wished, 
where the established iconography of the rape of the Leukippids 
could have restricted him. 

The earliest written source for the story is Euphorion, a 
poet and grammarian who was born about 275 в.с. Cf. the 
scholiast on Шаа 18, 486. Тһе frieze would be, thus, Ше 
earliest representation of the story and in fact the earliest 
Orion representation. Не appears in the Odyssey landscape 
paintings from the Esquiline, Blanckenhagen, pl. 51, 1, p. 130, 
n. 88, an illustration of Odyssey XI, 572 ff., the passage 
where Odysseus after Minos sees Orion with his club of 
bronze in a field of asphodel, and after him Tityos, Tantalos, 
and the rest. It was known as early as the Homeric poems 
that after his death at the hands of Artemis (in a more 
popular version he was punished for his infidelity to the 
goddess) Orion was placed among the stars (Iliad 18, 486). 
The frieze then can be seen to allude to the death of the hero 
Orion and perhaps to his katasterismos. 
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so far considered, including the Herakles frieze of 
Group Е. 


223. Inv. missing. Plate 42a. 


Н. 8, W. 10.7, Р. 5.3. Head, torso and raised right 
arm of a Maenad holding a thyrsos from a Dionysiac 
frieze. The scale is approximately that of the Orion 
frieze just discussed. As it comes from the same tomb, 
it probably belonged to the same building and was per- 
haps located along the side or base of the building. The 
surface is not so well preserved. 

The very animated expression and gesture, the 
crudely executed details of the face, and the manner of 
arranging the hair compare closely to the female figures 
of (222). Despite obvious differences in quality, the 
two friezes could be by related hands. 


224. Inv. missing. Plate 42b. 


Н. 14.5, W. 14, D. 6. The torso of a heavily draped 
female figure, а Niobid (?), in relief, larger in scale 
than the others from this tomb. The left arm is bare 
and broken above the elbow; the right is broken at the 
wrist and wrapped by the mantle. 

This figure is also in style like the long frieze. Com- 
pare, for example, the female figure who grips the 
statuette of Artemis. The folds, however, have a 
more hard-edged, metallic appearance. 


225. Inv. 126315. Plate 42c. 


H. 21. Upper diameter: 22, Lower diameter: 21. 
A figured capital with a draped female between acanthus 
volutes, in relatively low relief against a flat back- 
ground. An acanthus astragal is discernible below her, 
and above her are the wings (with remarkably long, 
straight feathers) of the eagle who lifts her. His head 
rises past the abacus. She raises her himation with its 
zig-zag folds in her right arm, while her left arm falls 
free to her side. She must be Thalia. 

Both figures are frontal. Around the abnormally 
short lower legs the drapery fans out (overlapping the 
volutes) as in the Nike (35) of Group D. The posi- 
tion of the arms and the himation, the simplified 
drapery folds, and the stocky proportions of the figure 
are perhaps best compared to the rightmost figure of 
the Orion frieze (222). 


26. Basel, Art Market (1954). Plate 43a. 
C, 14, no. 7. 


A youth with a chlamys slung over his left shoulder 
strides to the right. His body is practically frontal, 
while his head, turned back over his right shoulder, 
is seen in three-quarter view. An outline on the 
roughly tooled background of the frieze indicates that 
the youth’s right arm was raised as high as the border. 
The figure thus assumed a pose like that of Orion 
(222). The anatomical features and proportions are 
nearly identical as are the well-muscled breast and 
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biceps, narrow waist and prominent thorax, round 
Cheeks and small mouth. Тһе drapery is spread out 
against the background in an analogous fashion. Note 
also the prominent rasp marks on the background of 
both reliefs. It seems probable that this is the work 
of the sculptor of (222). 


22/. Basel, Art Market (1969). Plate 43b. 
C. 40, p. 98, pl. 62, no. 165. 


H. 16.8, W. 17.2, D. 4.3. A section of frieze, with 
one nearly complete Maenad holding a thyrsos and tam- 
bourine, and the hand of another to the left, holding 
a thyrsos which intersects with the first at an oblique 
angle. The groundline 15 rocky and slopes upward to 
the background. 

The pose of the Maenad as well as her drapery are 
similar to those of the rightmost complete figure in 
(222). Compare, for example, the scooped-out drapery 
around the ankles. Неге, the sleeveless chiton is 
softer and more fluid. Softer, too, is the movement. 
Her head tilts back on her shoulders. “The body seems 
to sway rhythmically. 


228. Basel, Art Market (1969). Plate 43c. 
C (1972), p. 17, fig. 42. 


Н. 15.8, W. 157, О, 7.5. А section of frieze (?) 
contains the torso, right arm without the wrist and 
hand, and head without the face, of an heroically 
muscular figure. Some of the flat upper molding re- 
mains. Тһе torso is frontal and inclined to the figure's 
left. The legs would have turned left, as traces show, 
to support him. “The head was turned, and the arm 
raised to hurl a weapon in that direction. Оп the 
background, below the arm is a thin vertical projection 
—where perhaps a weapon was attached. “There is no 
trace of drapery around the figure, which sets him off 
from most warriors and heroes. Compare, however, 
(27) and (213). 

The scale 1s twice that of (222) and the anatomy 
has been carefully indicated— with the ribs, “iliac 
crest", and divisions of the thorax accentuated— but 
when the pose and the relation of figure to background 


are considered the figure 15 clearly very close to the 
hero in (222). 


229. Inv. 192. 
B-B, p. 181, fig. 160. 


The drapery of this fragmentary running figure 15 
thick and opaque, divided by a few wide folds. The 
chlamys flattens out against the background as in 
(222). Тпе stiff diagonal movement and the simpli- 
fied, expressive face are also comparable. 


230. Berlin, Inv. 885n. 
K, p. 27, pl. 23, no. 137. 


The drapery of this female, though not divided at 
the waist, resembles, with its strong diagonals, flat 
planes, and opacity that of the maiden who grips the 
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statuette of Artemis (222). 
in a voluminous chiton. 


231. Inv. 588/1606. 
K, p. 28, pl. 24, no. 148. 


Her arm is also wrapped 


The drapery of (224) is reflected in this appliqué 
female torso, though here the folds are finer and more 
regular, and there is a higher degree of transparency. 
The sculptor might also have been acquainted with the 
running Maenads (98) of Group E and the Nike (35) 
of Group D. 


232. Inv. 172. 
B-B, p. 200, figs. 184-185. 


The Arimasp's chlamys іп this fragmentary Grypho- 
machy *? is nearly identical to that of a hero іп (222). 
His chiton, on the other hand, has deep pockets on 
either side of the leg, like those of the maiden (222). 


233. Heidelberg, Inv. 26/54. 
K, p. 14, pl. 12, no. 58. 


The same hand that carved the Arimasp of (232) 
may also have been responsible for this Persian (?). 
Apart from the obvious similarity of the pose, note the 
diagonal drapery folds over the foreshortened left leg 
and the scooped-out pockets beside the right knee. 
The pose of the nude male to his left could have been 
very like that of the hero in (222). 


234. Taranto, Private Collection (1937). 
vM, p. 58, fig. 261, no. 159; K, p. 40, pl. 29, no. 235. 


A barbarian on a fragmentary capital, fights in a 
position like that of (233). It 15 by a less skilled hand. 


235. Inv. 1728. 
K, p. 1. pl. 1, no. 3. 


Тһе surface of this fragmentary Amazonomachy ( 7) 
pediment has been thoroughly ruined. Тһе outline of 
a naked male and the drapery suggest that they be- 
longed to a composition like (222). 


236. Catania. 
B-B, p. 191, fig. 173. 


Small fragment of a frieze with a Dionysiac theme. 
The Maenad with a thyrsos raised over her head 15 
nearly identical to (223). The movement is freer and 
more vivacious than that of the Maenads (382) of 
Group S. 


237. Hamburg, Inv. 1936, 17. 
v M, p. 57, fig. 268, no. 157. 


The Thalia on this capital might be the mirror of 
(225). Her drapery fans out around her feet in num- 
erous parallel curves, and she holds her himation in 
her outstretched left arm. This eagle also has care- 
fully groomed feathers. 


43 For the subject compare Lullies, pl. 20, 6, and the gold ге- 
liefs with Arimasps fighting griffons on a kalathos headdress 
from the Great Bliznitza Barrow, Artamonov, pl. 284. 
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238. Inv. missing. 
v M. p. 57, fig. 259, no. 155. 


Though this half-column capital follows (237) it 1s 
of very inferior workmanship. Nike, if it 1s she, is 


dwarilike. 


239. Berlin, Inv. 999g. 
К, р. 40, рі. 30, no. 232; vM, р. 57, fig. 260, по. 156. 


This Nike capital represents a variation on (237). 
The fanlike drapery around her legs leaves them un- 
covered. She holds her himation up, but it is draped 
over both arms, and the wings are lowered. “The 
composition more nearly resembles (243). 


240. Inv. missing. 
K, p. 40, pl. D, no. 234; vM, p. 56, fig. 257, no. 153. 


The dancing Maenad (?) on this capital in move- 
ment and drapery resembles the Thalia of (237) and 
(238). She holds her himation high in her right hand 
like (225). 


241. Inv. missing. 
К, р. 40, рі. 30, no. 233; УМ, р. 56, fig. 256, по. 152. 


The space between the volutes here is filled by a 
Maenad standing in front of a goat, whom she holds by 
his horns. Again, the chiton with loose overfold, which 
fans out around the legs, is like that of (225). 


242. Inv. 167. 
B-B, p. 60, fig. 37 (inverted). 


The left leg of a female is bare and framed by drapery 
like the right leg of (239). 


243. Inv. 122413. Plates 44a-b. 
Tomb 32, before 275 B.c. 


H.23.5, W. 19. An eagle, now headless, (the head 
was held on with a pin, as a hole in the top of the 
neck indicates), holds a ТһаПа, whose head 15 also 
missing. His talons are behind her right shoulder and 
beside her left breast where they dig into exposed 
flesh. Нег chiton, belted high, has slipped off her left 
shoulder. Its long overfold reached to her hips. She 
undoubtedly held her himation high in her outstretched 
left arm, in a gesture analogous to the Thalia of (225), 
while it was wrapped over and around her lowered left 
arm. Тһе back of the group was left flat. It was 
almost certainly employed as the central acroterion of a 
naiskos. 

A shaggier eagle, with wings lowered, 1s shown here 
descending rather than spread-winged and ascending, 
as on the capital (225). Unlike the figure on Ше 
capital, Thalia advances one leg and her drapery slides 
off to the right of her legs in large diagonal folds. 
There is torsion in the upper part of her body. Тһе 
left arm was extended forward, and the right drawn 
back. The figure who grasps the Artemis statue on the 
long frieze (222) is comparable. Besides overall simi- 
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larities of pose and drapery there are details like the 
himation which wraps around the right arm. The 
Thalia, however, is clearly more graceful and the 
drapery more carefully studied. 


244—246. Baltimore. 
K, pp. 1-2, pl. 2, nos. 4-6. 


Three fragments all probably belong to the same 
pedimental relief, representing an Amazonomachy. In 
many respects it resembles the Amazonomachy pedi- 
ment (93) of Group E. The major difference is in the 
drapery of the figures. Here it is a thick material 
which obscures. “This is particularly evident in (246), 
where the bulky chiton makes a solid triangle out of 
the kneeling figure. Тһе ends of the himation flatten 
out against the background—a stylistic device noted 
in both Groups L and E. In cases like this, the inter- 
action of groups 15 clear, and the distinction between 
them appears artificial, and even arbitrary. Ап equally 
good case could be made for assigning the reliefs to 
Group E. 


247. Inv. 100823. Plate 43d. 
Tomb 5. 


Н. 17.5, W. 14.8. Тһе figures on this section of 
frieze (?) are a heavily draped female, seen frontally, 
who kneels on a platform with molded upper edge. 
Her right thigh is very much foreshortened. In her 
right arm she clutches to her bared breast a statuette 
(which is damaged beyond recognition) while her left 
is outstretched to fend off an attacker. Her head, 
almost entirely missing, turns back toward him. Оп 
the right side of the relief are traces of a drapery of 
a fleeing figure. The surface of the relief has been 
badly damaged. 

The female can be compared with the maiden of 
(222) who grips Ше statuette. “The drapery is similarly 
opaque and, where it covers the body, is composed of 
simple diagonal folds. Тһе ends, likewise, flutter in 
the wind. А closer comparison still is (246). Per- 
haps they are the work of the same sculptor. Note 
particularly the drapery over and around the extended 
left thigh. 


248. Baltimore. 
K, p. 3, pl. 2, no. 10. 


A sword-brandishing Amazon assumes nearly the 
same pose as (246). Тһе figure is more animated, the 
drapery simpler and more curvilinear. “The damage 
to the surface prevents a fuller comparison. 


249. Inv. 284. 
K, p. 28, pl. 24, no. 147. 


A fragmentary figure in-the-round, draped in а 
chiton, high-girt with overfold, is certainly related at 
least in a general way to the maidens of (222). Нег 
drapery is more detailed and more transparent over the 
legs, and she is considerably larger in scale. 
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250. Basel, Art Market (1958). Plate 44c. 
C, 18, no. 9. 


A female with hydria moves swiftly to the left in the 
lefthand of two fragments clearly from the same frieze. 
Her head 1s covered and she appears to hold part of her 
drapery in her left hand. Оп the same fragment a fig- 
ure moved symmetrically to the right. “The lefthand 
fragment preserves a third figure, perhaps a Danaid, 
moving swiftly to the right, holding a hydria, whose 
form is paralleled in (172). She looks back, (the head 
does not turn, the face was simply carved on the back of 
the head). Her drapery spreads flat against the back- 
ground like a giant butterfly wing. The behavior of 
the drapery below the waist appears identical to that 
of a number of fragments in Group D. Similar floating 
drapery is also found in Group ], and the extreme 
animation of the figures, their diagonal poses and naive 
facial expressions, have much to do with the figures 
in Group Г. Тһе combination of these features with 
butterfly-wing capes and the stumpy proportions of the 
figures defines an individual style, which is shared by 
a number of small reliefs and appliqués. 


251. Milan, Art Market (1963). Plate 45a. 
S, pp. 24-25, pl. 9, no. 14. 


A headless Danaid (?) holds a hydria in both hands 
and rests it on her knee. Тһе narrow folds of the 
drapery falling over the body and the butterfly-wing 
cape behind vary only slightly from those of the 
righthand figure of (250). “They should be the work 
of the same sculptor. 


252. Basel, Art Market (1958). Plate 45b. 
C, 18, no. 10. 


A Maenad holding a thyrsos dances beside a tree. 
Her chiton 15 composed of many fine folds like that of 
(251) and the head is similar to those of (250), but 
she is slender by comparison and her lively twisting 
step reveals the hand of a sculptor of markedly super- 
ior talent. The drapery below the waist 1s comparable 
to the Thalia (225) of Group Г. Тһе extensive land- 
scape element 15 a point іп common with the pediment 
(246) of Group L. Неге, though, the tree 1s clearly an 
important element of the composition, on a par with the 
human figure. 


253. Basel, Art Market (1954). Plate 45c. 
C, 14, no. 6. 


A male, wraps his arms around a Leukippid (?) in 
a sleeveless chiton and tries to pull her to the left, 
while she strains to move to the right. Не wears only 
a butterfly-wing chlamys, a damaged and slightly droop- 
ing one. His hands are locked around the girl's waist. 
Despite the fact that he 15 in relief, his turning move- 
ment gives him a marked three-dimensionality. For 
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the crudely done faces and drapery (250) provides 
a suitable comparison. 


254. Amsterdam, Inv. 1603. 
P, p. 36, pl. 16, no. 74 ; K, p. 20, pl. 18, no. 100. 


Round cheeks, deepset eyes, and an open and slightly 
down-turned mouth are features which this head 
shares with (253) as well as with heads from other 
groups, Group К for instance. Тоо little 1s preserved 
to make a firm attribution. 


255. Inv. 138. Plate 45d. 
B-B, p. 168, fig. 122. 


This appliqué rape of a Leukippid (?) is surprisingly 
less three-dimensional than the group in relief (253). 
It can be assigned to Group М on the basis of the 
proportions of the figures and the drapery. А sig- 
nature—the distinctive butterfly-wing chlamys—floats 
out behind the abductor. Тһе drapery of the Leukip- 
pid, like that of the Danaids, is composed of a few 
large, flat folds, but arranged in a frame around her 
torso, which has been left entirely uncovered. Хо 
other limestone sculptor exposed so much bare female 
flesh so blatantly. There is an obvious element of 
humor here. She offers little opposition, and in fact 
physically dominates him.** 


256. Mainz, University (1975). 
K, p. 5, pl. B, no. 18a. 


This relief, like (253), has considerable three-di- 
mensionality. А nude warrior nearly in profile bends 
over to help a second whose body is frontal but whose 
head lolls over to the left in three-quarter view. Тһе 
anatomy of the figures is crude and powerful, as in 
(253) and (255). Неге again the butterfly-wing 
chlamys is featured, fluttering perhaps more freely than 
in the preceding examples. Is the first helping a fallen 
comrade, or slicing the throat of an enemy? (Achilles 
murder of the Trojan prisoners seems to be ruled out 
since the figures arms are not bound). Whichever 
the case, the sword across the neck 1s disturbing. 


257. Rome, Barracco, Inv. 148. 
K, pp. 20-21, pl. 19, no. 101. 


A warrior wearing a chiton under full and richly- 
decorated armor * tries to move to the left against ап 
opponent (?) while being pulled by another to the 
right. His crossed arms accentuate the contrasting 
torsions of the body and heighten the three-dimension- 


44 The group calls to mind the Phlyax vase where Kassandra 
rapes Aias. Trendall and Webster, fig. IV, 30. 

45 'The elaborate high-girt belt with four petal rosettes and 
the fringe of decorated drill holes around its lower edge sug- 
gest that it 1s not metal, but rather leather (but see Zancani, 
p. 97). The chiton under the pteryges adds to the exotic ap- 
pearance of this warrior. “This costume is closely paralleled on 
the leftmost figure of the Lecce frieze, Kahler, pl. 23, who has 
been identified by Hekler as Romano-Campanian. See above, 
note 39. 
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ality. The shape of the face and its bulging brows and 
expression are very close to (253). 


258. Taranto, Private Collection (1969). Plate 46a. 


Н. 10.5, W. 9.5, D. 3. Two boxers in high relief 
are both without legs below the knees. The right arm 
from the shoulder to the elbow of the lunging figure has 
been broken away. It protruded from the relief and 
returned across the chest of the other figure, who reels 
backward, his right hand clutching his head. The 
upper molding of this left corner fragment is fully pre- 
served. The molding on the left is not. The figures 
have been cleaned, the background left as it came out of 
the ground. “Two intersecting oblique gashes on Ше 
side of the lunging figure were not made by the sculp- 
tor. 

The boxer relief is very close to (253): the simple 
faces, with their oversized eyes and noses, the pro- 
portions and detail of the bodies (broad chests, lump- 
ish arms and hands and the large "iliac crest") аге 
nearly identical. Іп both reliefs there is а strong 
three-dimensionality. The arm of the lunging boxer 
reaches out and around and disappears into the back- 
ground. The other reels back, his head angled back- 
ward and out from the relief ground. There is humor 
here too, and perhaps a reference to a match between 
heroes which ended in laughter.“ 


259. Heidelberg, Inv. missing. 
K, p. 20, pls. 18; C, no. 99. 


This head is comparable to the Leukippid's (253), 
but it has more carefully carved hair and eyes, and 15 
in every way finer. 


260. Inv. 137. 


An extremely simplified head sits on a female bust 
at an odd angle. Compare (258). 


261. Amsterdam, Inv. 1602. | 
P, p. 36, pl. 16, no. 73; K, p. 20, pl. 18, no. 98. 


The wavy hair, thickly lidded eyes, and expression 
of this girl strongly suggest that the head belonged to 
a figure like (250). 


262. Inv. missing. 
B-B, p. 183, fig. 170. 


The Satyr rests a wineskin on his right shoulder 
and turns his bearded head outward. His body is in 


46 The boxing match between Pollux and Amykos. Theo- 
critos, Idyll 22, 11. 118-121, accurately describes the action of 
the Tarentine relief. It comes much closer than either vase paint- 
ing (К. I. Frost, *Greek Boxing," /Н5 26 (1906): pp. 221 
ff, figs. 1-2. Cf. also a South Italian bell krater of ca. 430 
в.с. with two boxers and their trainer, іп the British Museum, 
register no. 1900. 5-19.2, LCS, 1: p. 20, no. 42) or Etruscan 
wall painting (E. М. Gardiner, Athletics of the Ancient World 
(Oxford, 1930), fig. 75). Certainly Pollux would be a proper 
subject for a Tarentine funerary relief. Cf. also a boxing match 
represented in relief on an Attic stele. A. Fairbanks, Athenian 
Lekythoi (New York, 1907), pl. 6, p. 188. 
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three-quarter view, his head fully frontal. With the 
necessary adjustments he could be the abductor in 
(253) or a boxer in (258). Тһе proportions of the 
figures and their relation to the background, are es- 
sentially the same. He, like them, is an intentionally 
comic figure. With his huge, porcine ears and over- 
stuffed wineskin he is certainly not an elegant Satyr 
like (279) of Group N. 


263. Inv. 185. 
B-B, p. 182, fig. 162. 


A fragmentary hunting scene, with a stout, long- 
tailed dog (?) in the foreground and a nude hunter 
behind, may be by the sculptor of (262). Тһе use of 
overlapping figures, the scale and the poor quality of 
the carving are arguments in favor. 


204. Inv. 119. 


Two extremely fragmentary hunting scenes. Though 
they cannot be said with certainty to belong to this 
group, the overlapping of figures—so characteristic of 
the other reliefs—would suggest it. 


265. Taranto, Private Collection (1937). 
K, p. 18, pl. A, no. 81. 


Ganymedes? (Klumbach identifies him as a winged 
Eros). For the subject, compare (177) of Group I. 
Compare the figure and the drapery to (255) of this 
group. 

266. Amsterdam. Plate 46b. 
P, p. 32, pl. 14, no. 65; K, p. 6, pl. 5, no. 21. 


A profile Centaur who has fallen to his knees turns 
face out, like the satyr of (262) and holds a shield, 
Kaineus-fashion, in both hands over his head. To his 
right in the foreground is a Lapith whose badly dam- 
aged back is turned out at the spectator. His butter- 
fly-wing chlamys partially covers the Centaur’s shield 
and he overlaps entirely the figure, in a secondary plane, 
of a Centaur who has fallen back on his haunches. The 
figure of the Centaur and the Satyr (262) would ap- 
pear to be the work of the same sculptor. 


267. Taranto, Private Collection (1937). 
K, p. 6, pl. 5, no. 22. 


A fragment of frieze with a lone warrior, who holds 
his stomach and appears to be running away, may be- 
long to this group on the basis of his stubby propor- 
tions, simplified anatomy, and opaque drapery. 


268. Budapest. 
K, p. 6, pl. B, no. 24. 


The treatment of the anatomy of this nude warrior 
is best compared to the male of (255). 


GROUP КМ. 325-290 В.С. 
269-273 are from Tomb 4, 310-290 в.с. 
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H. 14.3, W. 25.5; H. 14, W. 13.5; H. 12, W. 14; H. 
9.1, W. 15.5. Fragments (269-272) belonged to a 
single frieze, representing dancing Maenads led by a 
satyr. Though incomplete, both ends (269) and 
(270), and perhaps the center (272), have been pre- 
served. Тһе surface of the entire frieze 1s badly еп- 
crusted. Тһе right end (269), recomposed from four 
smaller fragments, contains the figures of two Maenads, 
both of whom have lost their heads. They move 
toward one another at high speed. Тһе lefthand one, 
at least, would not have been looking where she was 
going but backward and down. Each carries a thyrsos. 
The figure to the left held hers (only the lower end 
15 preserved) over her head; in her left hand she holds 
a tambourine. Both are enveloped in quantities of 
drapery. “That around the rightmost figure's legs 15 
fuller than any chiton, and it does not behave like one. 
There is an upper border for the relief, but no well- 
defined lower one. It is natural groundline, and it 
extends as far as would a border. Тһе small fragment 
(272), with the upper half of a Satyr with a torch (7) 
in his right hand and a thyrsos (?) in his left, would 
have been, on analogy with (222), in the middle of the 
frieze. Another swiftly moving female occupies most 
of (271). She runs to the right towards the center 
with both hands outstretched and an edge of her hima- 
tion flying before her, much as the rightmost figure of 
the frieze. The left end (270) of the frieze is punctu- 
ated by a Maenad, who like that of the (269) runs 
to the right. She twists so much that her breast is 
frontal and her head three-quarters, as she looks back 
over her shoulder. She seems to carry a long, straight 
thyrsos in her right hand and to hold up her himation 
with her left. 'The other edge of the mantle is blown 
freely forward above her right arm. "Though it is im- 
possible to know how many pieces are missing, the 
order in which the fragments have been presented is as 
probable as any. The Maenads are grouped in twos. 
The contrasting diagonals of their bodies іп (269) give 
the composition balance. With the groundline they 
form a triangle with the apex at the top of the frieze. 
Perfect symmetry was not the sculptor’s desire, as one 
of the end figures moves away from the edge and the 
other toward it. Assuming that there were no other 
figures, the Maenad (271) who runs toward the center 
would have formed with (272) a triangle whose apex 
touched the groundline. The Satyr, balanced like the 
hero with the club (222), is stationary and calm in a 
crowd of agitated women. 

The figures of this frieze move with a rare combina- 
tion of determination, vitality, grace, and elegance. 
Despite the obvious haste of the sculptor, or perhaps 
because of it, drapery and body harmonize in move- 
ment. The rightmost Maenad (269) is the outstand- 
ing example of his technique. Her voluminous chiton 
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is curved at the edge so that it seems like the lightest 
silk. The hemline disappears between her legs, giving 
the appearance of oriental pantaloons. А similarly 
voluminous and lightweight himation is wrapped and 
swirled like an oriental dancer’s veil. Тһе elaborate 
costume is paralleled, possibly even surpassed, by those 
of terra cotta figurines representing dancers, but the 
vigor of movement typified by this Maenad is not 
equaled anywhere else. 

If the style of the frieze was derived from any master- 
piece of mainland Greece, it has left no other trace. 
An Apulian terra-cotta vase appliqué from Egnazia is 
also close to the source of inspiration. The sweeping 
stride, the angular composition of the completely veiled 
figure, even the type of drapery, are very close to the 
frieze. Charbonneaux 47 identifies her as a Niobid, but 
remarks, “Реп de figurines montrent un force d’expres- 
sion comparable à celle de cette Niobide dont l'élan 
désespéré a la véhémence harmonieuse d'une danse 
d'Isadora Duncan." Likewise the figures of the frieze, 
though they carry thyrsoi, are dancers. Considering 
the penchant of South Italians for the dance, reflected 
so often in their art, it is probable that the type was an 
invention of local artists. 

Despite the greater originality of some figures, the 
frieze should be the work of one man. His use of the 
drapery which floats out in back and in front, is another 
link to the sculptor of the Orion frieze (222) of Group 
L. His individuality is in his intense interest in 
rhythms, in interweaving patterns of dark and light, 
rather than in the narration of a story or treatment of 
individual figures. 


2/3. Inv. 100471. Plate 48a. 


Н. 19.5, W. 12, D. 7.5. This nude warrior figure 
was broken away from a relief, Part of the background 
can be seen behind the Іей shoulder and above the 
chlamys. Не holds а sword behind his head in read- 
iness to strike. Тпе right side of the figure has been 
severely damaged. 

The warrior comes from the same tomb as the 
Dionysiac frieze (269-272) of this group. Не is in 
very high relief, almost in-the-round. Тһе massiveness 
of the figure, in contrast to the grace of the Maenads 
and their male companion, is another surprising dif- 
ference. Still, the voluminous, floating chlamys tallies 
well with their drapery. For the over-developed torso, 
the arms and legs muscle-bound, comparison can be 
found among the physiques of Group P. (273) is here 
for two reasons: the drapery has the same form and 
spirit, and the strong patterns of light and dark created 
by the figures of the frieze are also apparent in this 
isolated figure. 


47), Charbonneaux, Les terres-cuites grecques (London, 
1936), p. 21. Bieber, p. 138, fig. 556, dates the figurine to the 
early third century в.с. 
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2/4. Inv. missing. Plate 48b. 


H. 17. A section of badly weathered frieze contains 
two heavily draped Maenads. Тһе figure on the Іей 
holds a tambourine high in her left hand and raises her 
right arm as if for balance. (If she held a thyrsos there 
is no trace of it.) Her drapery is blown out in front as 
she moves leftward and also swirls around her, billow- 
ing out around her extended left leg. She appears to 
look back over her shoulder. “The other figure holds 
her tambourine down and lowers her arm, making pre- 
cise steps to the left. A flat molding with no indication 
of landscape framed the lower edge of the frieze, but 
there was apparently none above. 

The Maenad on the right 15 closely paralleled by one 
on the frieze (269) in the gesture of lowered tambour- 
ine and in her movement. Its forcefulness is seen in 
the sharply bent leg and the straight diagonal axis from 
foot to shoulder. “The drapery is abbreviated here, 
but similar to that of (269) in its deep grooves and 
light texture. “The other Maenad is related to the 
extravagant dancer of (269). Іп both these figures, 
the diagonal axis has been softened. the drapery 15 
more generous and floats more freely. It makes their 
movement appear light and dreamy. Similar pairs of 
figures and the same contrasting movements strongly 
suggest that both friezes were the work of one sculptor. 


2/5. Heidelberg, Inv. 26/57. 
K, p. 8, pl. A, no. 31. 

This short section of frieze, with а Maenad who 
dances beside a tree with a hare hanging from a branch, 
is very like (274). Here the drapery has been even 
more severely damaged. “That which has survived has 
the same sharp-edged precision of (274). 


2/6. Inv. 6189. 


H. 10. A fragment of a thiasos (?) frieze in low 
relief, with a part of two figures: to the left, a frontal 
Maenad (?), complete except for the head and right 
shoulder; to the right, the right half of a male figure, 
perhaps a satyr, with a chlamys over his right shoulder, 
turning to his left. 

Though the Maenad is practically motionless, the 
filmy drapery billows out behind her and around her 
legs. Tubelike folds outline her legs. The ends of her 
chiton and the Satyr's chlamys are both ribbonlike and 
contorted. Compare (270). 

277. Inv. missing. 
Tomb 2, 325-280 в.с. B-B, р. 152, fig. 112; B-B, “Таг- 
anto," p. 474 ፲., fig. 42. 

This fragmentary Maenad is comparable to (271). 
In both cases the drapery is simplified. It is composed 
of large folds and lacks transparency. Тһе edges are 
convoluted and seem nervous and disorganized, like the 
chlamides on the Cleveland relief of Group |. Соп- 
siderable depth is implied by the gesture of the arms. 
The right arm must have been worked completely in- 
the-round. The figure's three-dimensionality 1s another 
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point of contact between this relief and those of Group 
J. Its sculptor stands at a transition. 


2/8. Tübingen, Inv. 5388. 
K, p. 19, pl. B, no. 92. 


Lower torso and upper thigh of swiftly moving fe- 
male figure, perhaps by the same hand as (277). 


2/9. Inv. 110073. Plate 48c. 
Tomb 15, ca. 325 в.с. 


Н. 18.5, W. 21, D. 7. А section of frieze, bordered 
on top and bottom by a plain molding, contains two 
figures. А Maenad moves to the right with a thyrsos in 
her left hand. Legs in profile, torso frontal, she turns 
her head back over her shoulder. Behind her, a grace- 
ful male figure, a Satyr, strides forward, weight on his 
right leg, left trailing. Тһе torsion of his body 15 soft. 
He wears a chlamys fastened around his neck by a pin. 
His left arm is raised up to his head; in his lowered 
right hand, a thyros. Тһе hair is thick and curly, and 
there is no trace of a beard. 

The relief 15 stylistically somewhere between the long 
frieze of this group (269-272) and a Dionysiac frieze in 
Group S (382). The movement of the figures is much 
more restrained than on the long frieze, and the drapery 
is less interesting. Compare (271). Yet, in contrast 
to the Dionysiac friezes of Group S, the drapery is 
light and full of activity. Тһе scroll-like trailing edges 
of the himation resemble those of (277), though they 
are clearly more decorative. Тһе sculptor of this frieze 
is a distinctive personality whose closest relations are 
among the sculptors of Group N. 


280. Tübingen, Inv. 5372. 
K, p. 8, pl. 7, no. 32. 


This section of Dionysiac frieze, preserving parts of 
two Maenads running in opposite directions, perhaps 
belonged to a composition like (269), and the drapery 
around the Maenad's legs and the curly, ribbonlike 
trailing edges of the himation are a clear indication 
that this relief is the work of the sculptor of (279). 


281, Inv. 1055/2097. 
K, p. 9, pl. 7, no. 36. 


A badly damaged frieze with parts of two figures: 
a dancing figure caught in a moment of relative repose 
and a Satyr with a wineskin or an animal on his 
shoulder. Тһе freely floating drapery, again, like that 
of (279), finishes in frilly streamers, but around the 
Maenad's legs it is more transparent, perhaps because 
she 15 quiet. The frieze should be the work of the same 
man. 


282. Amsterdam, Inv. 1594. Plate 48d. 
P, p. 30 f., pl. 13, no. 61; К, p. 12, pl. 10 no. 47. 


The slender running Maenad is practically the mirror 
image of (279), but the figure 1s in higher relief and 
the drapery is less transparent. She has some of the 
characteristics of Group L. 
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283. Bari, Inv. 2899. Plate 49a. 
K, p. 3, 89, pl. A, no. 9. 


This running Maenad occupied a pediment. Тһе 
drapery over the legs 1s gouged out in deep, diagonal 
folds; the trailing ends flutter like those of (282). The 
sculptor 15 surely the same man who carved (282). 


284. Inv. 473/1491. 
K, p. 3, 89, pl. A, no. 9. 


A powerful Satyr ( ?) moves toward the left, trailing 
thick drapery from his left arm, He 1s іп high relief and 
turns outward from the plane of the background. Тһе 
badly damaged fragment resembles (273). 


285. Inv. 8. 


A figure, like (284) but even more damaged, and the 
fluttering end of a second figure's drapery is the argu- 
ment for putting this relief here. 


286. Tübingen, Inv. 5387. 
K, p. 27, no. 141. 


This fragment of the midsection and legs of a heavily 
draped female figure in low relief bears a resemblance 
to the Maenads of (269-272), although the cutting is 
much cruder and the treatment of the folds more linear 
and sharp-edged. 


287. Inv. 118. 


A head wearing а pilos cap, broken from a relief, 
resembles the head of (273) in its deepset eyes, small 
mouth, and curly locks of hair. Тһе stone appears to 
be the same, and weathering has produced the same 
rough surface. 


286. Inv. 110155. 
Tomb 17, 320-300 в.с. 


Н. 10. W. 11.5 Fragment of relief with the lower 
part of a female, probably a Maenad, running swiftly 
to the left. Only the legs have survived. Her weight 
rests on the right; the left which 1s next to the back- 
ground in low relief is extended. They are covered 
by а roomy chiton (2) which has two streamers. 

Though slightly more restrained, the drapery cer- 
tainly has the diaphanous, billowing quality of that 
worn by the dancing Maenads (269-272). It belongs 
in this group. 


GROUP O. 325-275 B.C. 


289. Inv. 154 and 155. Plate 49b, 50. 
B-B, pp. 160-166, fig. 120. 


seven figures and perhaps others formed a pedimental 
composition representing the rape of Persephone. In 
the proposed reconstruction, the center is occupied by 
a bearded Hades with Persephone on his shoulders. The 
other figures are Persephone's playmates, who are 
shown fleeing from the center to the angles of the 
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pediment. The sculptor has woven figures and drapery 
together in a manner strongly reminiscent of the long 
frieze (269-272) of Group М. The centrifugal move- 
ment can be seen in the Orion frieze (222) of Group 
L. Тһе individual figures conform to a particular set 
of proportions—long, narrow bodies with long necks 
and small heads.** Тһе circular swirls of drapery can 
be observed also in the metope (405) of Group T. The 
females of another metope of this series, (410), per- 
haps stockier and certainly more fussily draped, have 
a close kinship with the pedimental maidens and link 
the two groups. Compare also the maiden (431) of 
Group U for the detail of the curving mantle and 
the air-filled overfold around the middle. 

Figures fleeing diagonally over a rocky groundline 
and the interweaving of drapery and arms in very high 
relief would have created a fantastic pattern of light 
and dark effects which would have been enhanced by 
the bric-à-brac cornice decoration. “The elaborate orna- 
mental cornice of perspectively rendered vegetation 
and flowers framing the whole appliqué composition is 
completely original, without precedent anywhere else 
in Tarentine art. Тһе sculptor of this pediment was 
clearly one of the masters. 


290. Inv. 101257. Plate 49c. 
Tomb 8, ca. 325 в.с. 


Н. 8. А head with hair in a bun is all that 
remains of an appliqué figure. Attached to the head 
and bun is an arc of drapery composed of a few large 
folds. Тһе nose and chin are badly damaged. 

The proportions of the head, the details of the face 
and hair, and the drapery behind are identical to those 
of the rightmost of the friends of Persephone (289). 
There should be little hesitation in assigning the head 
to a similar composition and to the same sculptor. 


291. Inv. 17106. 
B-B, pp. 171-172, fig. 127. 


The torso and right arm of a running girl The 
drapery is best compared with that of the leftmost 


48 But cf. two Tanagran terra-cotta pedimental groups ap- 
plied to sarcophagi which resemble this pediment closely (both 
in composition and in the style of individual figures). L. 
Curtius, "Zwei Giebelgruppen aus Tanagra,” AbhBerl, 1878, 
pp. 27 ff. The central group of the Tarentine and Tanagran 
pediments may depend ultimately on one at Eleusis. M. Mayer, 
"Enaetia Symplegmata Agalmaton en Eleusini,” ArchEph, 
1893, pl. 14. Тһе position of Persephone is reminiscent of 
some groups representing the ephedrismos. О. Quagliati, 
“Terracotta di corredo funebre," Гара 2 (1913): pp. 14-18, 
fig. 8. Тһе type in terra cotta goes back to the late years 
of the fourth century B.c., Е. Eckstein, “Ephedrismos-Gruppe 
in Conservatoren-Palast," Antike Plastik 6 (Berlin 1967): p. 
80. For purposes of dating the figures (to the late third 
century в.с.) Bernabó-Brea, p. 165, compared them with the 
figurines оп the askoi of Canosa. Тһе comparison, while un- 
flattering to the sculpture, is accurate in many points. The 
dating of some of the askoi, however, must clearly be early, 
rather than late, third century в.с., as Bernabó-Brea believed. 
See Oliver, p. 24, pl. 1, fig. 7. 
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friend of Persephone (289). The chiton overfold stays 
closer to the body, and the folds are more deeply in- 
cised. Тһе appliqué, if not the work of the same 
sculptor, is probably by a related one. 


292. Inv. 17112. 
B-B, pp. 171-172, fig. 126. 


A fragmentary running female appliqué has a loop 
of drapery around behind her head like that of (290) 
and the leftmost maiden of (289), both of which it must 
have resembled closely. Тһе drapery in this case is 
neither as fine nor as lively as that carved by the master 
of that pediment. It would seem to be the work ої the 
sculptor of (291). 


293. Inv. 139. 
B-B, pp. 168-170, fig. 123. 


A nearly complete appliqué figure of a girl who runs 
toward the left, her himation spread out behind her 
so that it serves as a background. 5һе moves over 
rocky ground. Тһе proportions of the figure are very 
much stockier than those of (289). Тһе folds of the 
drapery are deeply cut, like (291) and (292). Тһе 
chiton over her left leg is transparent, comparable to 
that of (292). “They could easily be the work oi the 
same sculptor. 


294. Inv. 216. 
B-B, p. 171, fig. 124. 


Another running girl, an appliqué, very closely re- 
sembles (293). 'The body has changed its direction. 
Тһе position of the left arm, with drapery around it, 
remains the same. This is without a doubt by the 
sculptor of (293). 


295. Trieste, Inv. 973. 
K, p. 27, pl. 23, no. 135. 


This fragment of the head and upper torso of an ap- 
pliqué figure of a girl in sleeveless chiton has been as- 
signed to the group primarily on the basis of the dis- 
tinctive drapery behind her head. Нег drapery is not 
as agitated as that of other figures of this group. 5һе 
turns her face, broad and placid, outward. Compared 
with the Persephone of (289) it is simple, even crude. 


296. Taranto, Private Collection. (1937). 
K, p. 27, pl. 23, no. 136. 


This figure is the mirror image of the preceding, with 
a minor difference, the hair style. “There can be little 
doubt that they are by the same hand. 


297. Inv. 174. 
K, p. 23, pl. 20, no. 117. 


The torso of a nude male appliqué figure striding to 
the left. Не has the same slender proportions and 
vigorous movement as the Hades of (289). Тһе drap- 
ery loops around his arms in a more elaborate way 
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than that of the running female in the central group of 
the pediment. 


298. Inv. 73. 
B-B, p. 62, fig. 42. 


The upper left corner of a relief with the upper part 
of a female figure. The looping himation 1s comparable 
to that of the running girl іп (289), though perhaps 
less natural in its regularity. 


290. Inv. 217. 
B-B, pp. 152-153, fig; 114 


Thick drapery covers the legs of a little appliqué 
figure, mounted on a low base, which represented a 
Maenad (or 15 she one of Persephone's friends?) The 
contorted hem 15 a heavier version of the drapery in 


(289). 


300. Inv. 182. 
B-B, pp. 152-153, fig. 115. 


А nearly identical fragment, and surely by the same 
hand as (299). Were it not for the thicker base it 
might have been from the same composition. 


301. Inv. 152. 
B-B, p. 60, fig. 38. 


The proportions and movement of this appliqué 
figure of a woman, an Amazon ( ?), of which only the 
head and torso are left, correspond to those of (289). 
she was running, looking back over her extended left 
arm. Нег hair 15 gathered at the back and falls on her 
bare right shoulder. The face, though damaged, is 
a fine one. Compare (290). “This figure is possibly 
by the sculptor of the “Каре of Persephone" (289). 


302. Inv. unavailable. Plate 49d. 
Lo Porto Atti 8 Convegno, p. 201, pl. 24, 1; Trendall, 
Reports, 16, fig. 21. 302-305 are from Tomb 36, 325- 
275 В.с. 

Relief of а girl with hydria.? She wears a chiton 
with another garment, a short himation, over it, and 
holds a hydria in her extended arms. Нег left arm has 
disappeared entirely up to the middle of the upper arm. 
It must have been entirely in-the-round and only lightly 
attached to the hydria. Тһе right arm has been dam- 
aged. Тһе hydria is essentially the same as those of 
the Underworld relief (31) of Group D and (172) of 
Group I, although the body of the vessel is less round, 
the shoulder more steeply inclined, and the neck longer 
and thinner. Behind the hydria is a slightly tapering, 
pilar-shaped protrusion from the relief ground which 


49 No information about the discovery of the reliefs (302-305) 
was available. They were, however, on special exhibit for the 
Nono Convegno di studi sulla Magna Grecia (October, 1969) 
in the National Museum, Taranto. Apparently all were found 
together in a chamber tomb, together with several small 
monochrome vases of fourth-third-century date. They prob- 
ably came from one monument, which would have stood over 
the tomb. The photograph used here has been published by 
Professor Trendall, Reports 16: p. 42, fig. 21. 
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perhaps suggests the tomb. She may be а Danaid, 
from a scene of the Underworld, or simply an offerant 
at a tomb. 

The girl stands motionless. Тһе chiton falls in deep, 
straight folds; the himation, in front, 15 in irregular 
arcs of varying size. It is simple drapery which has 
volume, and it adds to the effect of depth produced by 
the position of the figure's arms. It ought to be com- 
pared to that of the bearded barbarian (203) of Group 
К, also for its texture. Тһе girl's hairdo and her face, 
its narrow shape, high cheekbones, deepset eyes, and 
small mouth, are closely related to (289) and (290). 


303. Inv. unavailable. 


Fragment of a relief of about the same size and 
thickness as (302) seems clearly to have once be- 
longed to the same frieze. A male figure, nude save 
for chlamys and petasos, runs rapidly to the right. 
His arms are stretched forward, with drapery wrapped 
around the left elbow. А bare tree appears in the 
background just in front of his bent left arm. ІЁ he 
belongs to a scene of the Underworld, he would be 
Hermes. 

In his proportions and movement, the figure can be 
compared to the Hades of (289). 


304. Inv. unavailable. 


The lower part of a female figure in very high relief. 
The border below has been preserved. Тһе figure is 
somewhat larger than the preceding two. Тһе frag- 
ment is, however, probably from the same írieze. A 
gir] rests her foot on a hydria identical to that of (302). 
Over her chiton she wears a heavy himation, reaching 
from her hips nearly to her ankles. Тһе chiton's lower 
edge is visible, and there is a section of it preserved 
between the himation and the break at the waist. A 
Danaid? 

This drapery is both original and powerful. It is 
among the most carefully planned and executed in all 
of Tarentine relief sculpture. Тһе himation's upper 
edge is gathered into a large roll whose varied and 
intersecting arcs describe the figure's circumference. 
The expanse of it is broken in a few places by diagonal 
folds between the legs. It completely obscures the 
chiton and the figure underneath, but it 1s, at the same 
time, highly three-dimensional. It might well be a more 
important work by the sculptor of (302). 


305. Inv. unavailable. 


Appliqué figure of a female, running rapidly to the 
right. She looks back over her right arm. Her hair 
falls down onto her shoulder. Legs are in profile, 
torso frontal, and head in three-quarter view. The 
chiton has overfolds which are drawn in under her 
breasts. А large loop of the garment went around 
behind her. She could be a friend of Persephone from 
a pediment like (289). 
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The pose and the drapery, especially the ruffled over- 
fold of the chiton, are strongly reminiscent of (289). 
Perhaps it is the work of the same sculptor. On the 
other hand it has less in common with (304). “This 
suggests at least the possibility (1f the sculptures come 
from one building) that the naiskos decoration was a 
collaborative effort. 


GROUP P 


306. Inv. 153. Plate 51a-c. 
B-B, рр. 139-144, fig. 95; Langlotz, p. 98 f., pl. 154. 


The subject of this appliqué, Achilles ambush of the 
young Trojan prince Troilos, is an unusually dramatic 
one.? With his right hand Achilles grasps the hair 
of the mounted youth. Troilos attempts in vain to 
loosen the grip with his own right hand and to push 
himself free with his left (which is flat against Achilles' 
chest). “The horse, clearly one of the animated Taren- 
tine breed, is in a hurry to get away. He pulls against 
the bit (the reins must have been knotted) as he 
charges, wild-eyed, to the left. Achilles, still wearing 
his shield and an empty scabbard, moves in the opposite 
direction. 

Superficially the anatomy of these figures resembles 
that of Group C. Тһе well-defined divisions of the 
chest and stomach that were noted in the warrior (20) 
of Group C are also present in this figure of Achilles, 
but here they are much deeper. His leg muscles bulge 
fantastically. “There is also a greater element of geom- 
etry in the surface which, with strong illumination, 
becomes an almost abstract pattern of light and dark. 
This would seem to have been the effect the artist 
strove for, at the expense of the greater realism which 
is found іп Group C. Troilos is unmuscular and soft; 
he has a belly and soft behind and legs. Тһе divisions 
of the thorax are barely suggested. Тһе contrast be- 
tween the weak, doomed youth and the mature muscu- 
lar hero has been deliberately exaggerated. Тһе horse 
should not be omitted from a consideration of style. 
His forequarters can be compared to those of the horse 
on the relief (183) of Group J. Тһе hindquarters, 
however, are somewhat cruder. The head is unusually 
long and slender, the eyes intense, and the ears alert. 
Similar heads can be found on Apulian vases, but there 
are few comparable ones in Tarentine sculpture. 


307. Inv. 88. 
B-B, pp. 141-142, fig. 96. 


The torso of а nude warrior, an appliqué also, 1s 
practically identical to the Achilles of (306). Не did 


50 Most painted south Italian versions of the myth differ 
very greatly from this one. “They usually show Troilos dis- 
mounted, and feature a naiskos. See A. Rocco, "Il mito di 
Troilo su di un anfora della Biblioteca Gerolomini in Napoli," 
Arch СІЗ (1951) : pp. 168 ff., pl. 40. One exceptional vase, an 
early Apulian krater, shows Achilles in armor and Troilos 
mounted, wearing the chlamys and petasos of ап ephebe. 
Schauenburg, “Achilles,” pp. 218 ff. pl. 44, 2. 
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not wear a sword, and his opponent was an Amazon. 
Though obviously not as carefully finished, the treat- 
ment of the drapery and the leg and knee muscles 
makes it highly likely that he is the work of the same 
sculptor. | 


308. Berlin, Inv. 885f (missing 1972). 
K, p. 21, pl. 19, no. 106. 


This warrior who fights an Amazon (only her left 
arm and pelta are visible) follows extremely closely, 
with a single change, the pattern of (307). The 
drapery has been omitted, the shield less foreshortened, 
but the two figures are unmistakably the work of the 
same man. 


309. Inv. 100. 
B-B, p. 143, fig. 97. 


The torso of a Greek, with the right arm and hand 
of an Amazon pressed against it. Compare to the 
Achilles of (306), the treatment of the musculature 
through the midsection; with the Troilos, the details of 
his face, The preserved drapery on the Amazon's arm, 
gouged out and abstractly patterned, on the other hand, 
is very close to that of the metopes of Group T, espe- 
cially (411). Тһе slender proportions of the warrior 
and the simplified details of the face also link these 
figures and Groups P and T. 


310. Inv. missing. 
B-B, p. 148, fig. 104. 


An almost illegible nude male torso with a chlamys 
fastened over the left shoulder, resembles the others 
of this group, especially (316). 


311. Basel, Art Market (1954). Plate 52a. 
C, 14, no. 8. | 


An appliqué warrior, nude except for a chlamys 
(which falls from his shoulder and covers his left arm) 
and carrying а sword in its scabbard in his left hand, 
is part of a two-figure group. Тһе body, іп a sharply 
frontal pose, in an apparently effortless contrapposto, 
largely covers the other figure, a wounded companion 
whose weight he is shown supporting on his back. 
The figure's right arm can be seen on the warrior's 
back, his hand gripping the left shoulder. His chest 
appears against the warrior's arm and one of his legs 
emerges behind the warrior’s right leg. The position 
of the warrior's right arm can only be surmised. Would 
he have held his companion by the legs? 

Despite its poor state of preservation the warrior's 
body immediately brings to mind the reclining warrior 
(20) of Group C—the same powerful torso with deep 
indentation іп the thorax and strongly defined "iliac 
crest." Опе look at his head dispels any notion that 
they could be the work of the same man. "The essential 
two-dimensionality of the pose points not only to a 
different hand but to a different tradition. Stylistically, 
the closest comparison for this figure is probably (306), 
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which, as noted above, also bears a resemblance to 
(20). “The head, like that of Troilos, has the high, 
simple cheeks, mane of hair, carefully defined eyelids. 
Here the expression appears slightly sour, rather than 
pathetic. “The drapery too has the same angular, short 
folds and lifelessness as that which appears beside 
Achilles’ shield. 


312. Heidelberg, Inv. St. 19. 
K, p. 21, pl. 19, no. 102. 


The fragmentary warrior is a dynamic version of 
(311). Like (311) he holds a scabbard in his Іей 
hand; with his right, he draws the sword, while turn- 
ing to his right. Тһе similar, though more simplified 
anatomy, plump thighs and slender legs, as well as de- 
tailed muscles around the knee, are evidence that the 
two fragments were produced by the same sculptor. 


313. Inv. missing. Plate 52b-d. 
Via Minniti, at the corner of Via Dante, Taranto (1947). 


Н. 23, W. 20, D. 8. The headless torso of a power- 
fully built male figure in-the-round. “There is no indi- 
cation that it was an appliqué. Тһе back is worked. 
In his right arm he held a small winged figure, or 
it held him; its head is bent over and it seems to have 
been reaching up with its left arm. Тһе large figure 
held some drapery over his left arm. Тһе large figure 
is heroic, but what is the small figure and what 15 it 
doing? The angle of its head, eyes and downturned 
mouth would indicate that it is in pain, perhaps being 
strangled by the hero. In this case the hero could be 
Herakles fighting a death daimon.** 

Тһе anatomy of this figure has much in common with 
(311). Тһе chest and thorax are, however, flatter, 
and the details more linear. Тһе condition of the sur- 
face prevents a full analysis. It is, perhaps, by а re- 
lated but less skilled hand. 


314. Basel, Antikenmuseum (1969) (on loan from 
Collection G. Kuhn). Plate 53a. 


Schefold, pp. 99, 272, pl. 368. Photo courtesy of the Mu- 
seum. 


The original movement and composition of this 
fragmentary frieze (?) is fairly clear. The kneeling 
figure, at a disadvantage, turns his head down toward his 
right heel. He must have been reaching for his sword. 
The outline of the arm and part of the sword can be 
seen against the background. With his left arm 
swathed in his chlamys, he attempts to block a blow 


51 The subject has few parallels in the visual arts. Тһе little 
figure resembles Eros but if Herakles is strangling him, he 
cannot be Eros. A Ker, however, is physically like Eros and 
Lykophron, 1. 663 calls Herakles Keramyntes, Ker-conqueror, 
and Orphic Hymn 12, 15 ff. entreats Herakles to use arrows 
against the Keres. See Daremburg-Saglio 3, 1: p. 820, sub 
Keres and p. 112 sub Hercules. On a pelike in Berlin from 
Thisbe 44, 1895, p. 37, Herakles holds a small nude and 
winged figure by the neck and is about to club him to death. 
See also Roscher, Lexikon, 2: col. 1150 £, fig. 7. 
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from his opponent, whose raised right arm probably 
held a sword. Тһе warriors of this relief, though 
clearly the work of a less-skilled hand, perhaps that ot 
(309), are related to the Achilles of the Achilles-Troilos 
group (306). Similarities are the exaggerated hollows 
beside the rectangular thorax, particularly in the right- 
hand warrior. A tendency to make the shoulders very 
broad and the waist very narrow had advanced much 
farther than in (306). Тһе leg muscles bulge exces- 
sively, like Achilles', but less realistically. Тһе foot of 
the kneeling warrior verges on the grotesque. The 
characteristic drapery wrapped lifelessly around the 
arm, which was noted on Troilos, on the other hand, 
has acquired sharper edges, billows, and greater inde- 
pendence. Like (309), the relief has points of contact 
with Group T. Тһе composition of the figures, with 
legs and perhaps arms crossed, though more natural 
nevertheless suggests the schematized X-pattern of the 
metopes in that group. Тһе crude, abstractly musclar 
calves are seen also in (409) of Group T; and the 
heads, with the deepset eyes, flat facial plane, large 
chin, and roughly worked hair, are certainly related to 
(408). “This is transitional sculpture. 


315. Inv. 149. 
B-B, pp. 145, 147, fig. 100. 


The headless torso belonged to an appliqué nude 
male divinity (?) who leaned forward slightly. His 
right arm was extended forward, his left withdrawn and 
pressed against his flank “The bulging muscles, the 
emphatic divisions of the thorax, suggest immediately 
Achilles of (306). “This fragment could easily be the 
work of the same sculptor. 


316. Inv. missing. 
B-B, pp. 145, 147, fig. 101. 

The proportions of this appliqué torso are those of 
(315). Armless now (his arms were attached sepa- 
rately with dowels) he turned toward his right. “The 
torsion is accompanied by а convincing distorsion of the 
stomach muscles, which is unique. Rounded forms and 
smooth transitions heighten the appearance of realism 
(but not to the degree found in Group C). Bernabò- 
Brea suggests that (315) and (316) belong to a single 
sculptural project, perhaps а pediment. If this is so 
then (316) is the work of the master; (315) of the 
apprentice. 


317. Inv. missing. 
B-B, pp. 147-148, fig. 102. 
Another appliqué male torso. Though badly dam- 
aged, the smooth transitions and details suggest that it 
is also by the author of (316). 


318. Inv. 78. 
B-B, p. 148, fig. 103. 


A nude torso, with drapery held over the left shoulder 
visible down the back on both sides. The slighter 
build and narrower waist are shared with (309). 
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319. Inv. 839/1803. 
K, p. 26, pl. 23, no. 131. 


The well-preserved left thigh and hip of this other- 
wise almost unintelligible torso are closely comparable 
to those of Achilles (306). 


320. Catania, University. Plate 53b. 
B-B, p. 143, fig. 98. 


In the treatment of the nude, hard and deficient in 
detail, this small appliqué warrior (who, protected by 
а Corinthian helmet and a huge round shield, moves 
against an adversary to his left) is close to (309) ; the 
face and the hair are best compared to Troilos's (306). 


321. Basel, Art Market (1972). Plate 53c. 
C (1972), p. 20, fig. 49. 


H. 7, W. 8, D.7. 'The head of a female or youthful 
male and, clutching at the hair, the right hand of a 
second figure, must have belonged to an appliqué with 
the familiar combat of Greek and Amazon. Compari- 
son with the Troilos of (306) is also suggestive. Тһе 
hand, in the latter case, could be Troiloss own. Тһе 
head rests on his right shoulder. The folds of a 
chlamys (compare again to Troilos’s) only partially 
worked run over the hand and diagonally off the head. 

The treatment of the eyes and the wavy hair is very 
close to (320). Тһе former are hollows with sharply 
delineated lids. “There are similarities as well to the 
Troilos of (306) and to the warrior (311) who sup- 
ports his companion. The pronounced interplay of 
light and shade which characterized these 15 here рго- 
duced by the deep carving of the features and the 
grooves of the hair. 


322. Inv. 125. 
В-В, р. 160, Яе. 119. 


The torso of а nude warrior, striding to Ше left and 
turning toward the background occupied the left ex- 
tremity of а metope (?). His legs are seen in profile, 
while his back 1s exposed in three-quarter view to the 
spectator. His round shield covers his chest and is 
also seen in three-quarter view, disappearing into the 
frame of the relief. 'The direction of his movement 1s 
diametrically opposed to that of (307). Тһе bulging 
buttocks and thighs, and deep divisions in the flank, 
indicate that he is clearly the same sort of warrior and 
might be by the same hand. 


323. Tübingen, 1133. 
K, p. 19, pl. 17, no. 93. 


In relief are the heads and forequarters of two 
harnessed horses, belonging to a Ыга. Though sta- 
tionary, they are eager. А hand on his muzzle re- 
strains the leader. 

Their long necks, slender heads and small eyes are 
closer to Troilos's horse (306) than any of Group K. 
Compare also, though, (423) of Group U. 
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324. Tübingen, Inv. 5377. 
K, p. 19, pl. 17, no. 94. 


The proportions and the restrained treatment of 
surface detail of this slender stallion's hindquarters are 
found in Troilos's mount. They are squarish and bulge 
in the same places. 


325. Berlin, Inv. 885e. 
K, p. 22, pl. B, no. 108. 


Ears laid back like a mule's, low brow, large mouth, 
and doglike jowls, while they seem to be exaggerations 
of characteristics present in the horses of (323), raise 
doubts about this animal's pedigree. 


326. Inv. 104. 
B-B, pp. 73-74, fig. 52. 


Ganymedes has been grouped here because of a re- 
semblance to Troilos, though appropriately his youth- 
fulness is even more exaggerated.? Compare in par- 
ticular the treatment of thighs and abdomen. Attribu- 
tion is particularly difficult here. Тһе boy's movement 
(and proportions) correspond closely to those of Thalia 
(243) in Group L. А difference is that here the right 
leg and right arm are advanced and the left leg and 
left arm withdrawn, not alternating and balanced as in 
(243). It is likely that this sculpture was ап асго- 
terion. 


327. Tübingen, Inv. 1132. 
K, p. 9, pl. A, no. 38. 


Fragment ої а head in high relief. “The down-turned 
lips and the treatment of eyes and hair show kinship 
with Troilos, but a firm attribution is impossible. 


328. Inv. missing. 
B-B, p. 213, fig. 199. 


A very fragmentary two-figure group.?? “The torso 
of a slight, winged male and the powerfully muscled 
right thigh of a mature, nude male present the contrast 
of weak and manly physique seen in (306) and (313). 
Though here the winged figure is larger, the subject 
was perhaps the same as (313). 


5? Ganymedes's pose bears little relation to the Ganymedes 
mosaics (see note 34). Both he and Thalia (243) are more 
closely paralleled by the Ganymedes on a pair of earrings 
dated late in the fourth century В.С. and attributed to а north- 
ern Greek goldsmith. Hoffmann, Davidson, p. 80 ff, fig. 12g. 
The pose of the figures (Thalia’s is a mirror of Ganymedes's) 
and the drapery are identical to the leftmost of the pair. The 
size and weight of the pendants suggest that the earrings 
were never intended for everyday use. Subjects like Nike, 
Hoffmann, Davidson, pp. 76 ff., were suitable for the tomb. Тһе 
nearly contemporary date of the works and the evident in- 
fluence of fine metal work on the sculptors of Taras (see Part 
II, p. 26) sugeests the possibility, at least, that the sculptor bor- 
rowed his subject and composition from the goldsmith. 

53'The subject is perhaps a Ker in combat with Herakles; 
see note 51 above. 
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329. Tübingen, Inv. 5373. 
K, p. 19, pl. 16, no. 87. 


Relief fragment of a heavily muscled nude male. 
Only the upper torso and draped left arm preserved. 
Compare (318). 


GROUP Q. 325-275 B.C. 


330. Basel, Art Market (1956). Plate 54a. 
K, p. 23, pl. 18, no. 115, C 16, no. 9. 


The subject of this appliqué has been drawn from the 
hunt, a favorite Tarentine pastime.?* Тһе figure on the 
right holds one knotty lagobolon over his shoulder and 
a second in his right hand. Аз he moves to the right 
he looks over his shoulder at the figure on the left, 
whose chlamys and petasos float back over his right 
shoulder as he moves to the left. Тһе symmetry in 
their contrasting movements is accentuated by that of 
their crossed legs, and that in turn by the directions 
of the branches of the trees which act as their supports. 

The anatomy of the hunters is even more exag- 
gerated and abstract than that which characterized 
Group P. Тһе deep indentations below the ribs сап be 
seen in the figure to the right, and the huge, bulging 
thigh muscles in the one to the left, The rendering 
of the arms, feet, and heads, is extremely simplified. 
The surface pattern created by the mingling of the 
figures and the trees, a series of intersecting diagonals, 
is much more complicated than the simple X-patterns 
of Group T. А continuous frieze of such figures, al- 
though monotonous, would have made an effective 


decorative design from which the careless workmanship, 


would not have detracted much. 


331. Basel, Art Market (1972). Plate 54b. 
C (1972), p. 17, fig. 43. 


Н. 23, W. 25, D. 6. This appliqué, recomposed 
from six smaller fragments, occupied a pediment. “The 
preserved lower surface of base indicates that the re- 
lief inclined outward at an angle of about fifteen de- 
grees with respect to the vertical, as is the case with 
(28) and other naiskos pediments. Further, there are 
holes in the base, as well as five in the back for fasten- 
ing it in place. Two of them retain the lead which 
would have surrounded the dowels. “The subject also 
is one found in pediments. Compare (28). The legs 
and abdomen of a powerful nude male are enmeshed in 


the finny coils of a sea monster. The lower border of 


the relief is stylized waves. А hero caught in the coils 


54 The hunt was the occupation of heroes. Тһе hunt in a 
funerary context might have a prospective as well as a retro- 
spective sense. It would certainly have been one of the pleas- 
ures to which an initiate might look forward in the life here- 
after. Cf. Hoffmann, pp. 112 and 117, pl. 39, 1-3, where a 
hunter is led through the woods at night by a satyr. Cf. a hare 
hunt beside a tomb in Attic art. A. S. Murrary, A. H. Smith, 
White Athenian Vases in the British Museum (London, 1896), 
pl. 6. 
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of а sea monster, perhaps Herakles fighting to save 
Hesione. Odysseus with Skylla would seem to be ruled 
out by the fact that Skylla never caught him, but this 
might be one of his men as in (28) of Group C. 

The hero has been given grotesquely bulging leg 
muscles. “That and the rough surface texture point 
clearly to the sculptor of (330) as its author. If a 
parody was not intended there is nevertheless an un- 
mistakable air of the slightly ridiculous about these 
knobby legs immobile in masses of sea monster tail. 
There is certainly no suggestion of the pathos (granted 
the relevant parts are missing) found іп the treatment 
of the subject in (28), and one wonders whether the 
original composition might not have been a sculptural 
equivalent of Phlyax's caricatures of heroic action. 


332. Basel, Art Market (1972). Plate 54c. 
C (1972), p. 17, fig. 44. 


H. 23, W. 19, D. 5. Legs to the knees and the 
lower abdomen of a nude male figure, a hunter (?), 
who runs to the left. Behind his left leg 15 а section of 
drapery which was probably the trailing edge of a 
chlamys wrapped around his left arm. Тһе appliqué 
figure is supported by the forked trunk of a stylized 
tree. 

The figure, perhaps, is from the same building as 
(331) and in any case it is by the same hand, or a 
closely related one. 


333. Basel, Art Market (1972). Plate 55a. 
C (1972), p. 18, fig. 45. 


Н. 207, W. 14.5 D, 6.5. The headless, armless 
torso of a nude warrior from an appliqué frieze or 
pediment. Не kneels on his right leg, extended to his 
right, while his left, broken off at the knee, points in 
the opposite direction The right foot of a second figure 
can be seen in the broken right-hand corner. А san- 
daled or shod foot of still another figure appears in the 
lower left behind the bent knee. His own right foot 
appears in the center of the fragment. The figure 
twists around a diagonal axis: his lower torso is 
turned to his right; the upper torso toward his left 
in the direction of his attacker. 

The body is thick and the muscles bulge like those 
of the hunters, but the transitions are not as abrupt. 
There 1s greater surface refinement here. “The anatomy 
of this figure has much in common with Group P. 


334. Inv. missing. 
K, p. 22, pl. 18, no. 107. 


The torso of a man, spread-legged and with arms 
raised, forms the foreground. Behind him is the left 
leg and bent right knee and lower leg of a second 
figure running toward the left. А piece of drapery 
attached to the left leg of the second figure creates a 
third plane. Klumbach identifies this as a scene of 
combat. “The relation of the two preserved figures 15, 
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however, enigmatic. They seem to operate on different 
levels. Provisionally, this relief will be assigned to the 
sculptor of (330) or to a closely related one. Тһе 
torso 1s deeply divided by curved lines and the muscu- 
lar thighs spread in a similar fashion. 


335. Basel, Antikenmuseum (1969) (on loan from 
from Collection G. Kuhn). Plate 55b-c. 


Photo courtesy of the Museum. 


Н. 16. “This appliqué hunter has lost his right 
lower forearm, right leg, and left leg below the knee. 
Attached to the back of the left leg 1s a support. The 
figure holds a bundle of spears (?) in his left hand, 
with some game attached near the top. 1115 mantle 
floats out to the left. On its furthest edge is the bent 
arm of another figure, toward whom the hunter turns. 

Though both subject matter and treatment point to 
Group Q as the ambience of its sculptor, this appliqué 
carries the general tendency of Groups P and О to 
geometricize anatomy, much farther than any of the 
figures considered so far. Тһе proportions are gro- 
tesquely distorted. Тһе shoulders are enormous, the 
waist and hips tiny. Тһе triangular appearance of the 
torso is emphasized by the deep shadows cast by the 
“iliac crest." Stomach and breast muscles form a series 
of circles. Facial features have been further simpli- 
fied. Light and shade play over the caplike mass of 
short curls, the large mouth and broad nose—an at- 
tempt to portray an African? Compare the features of 


(330). 


336. Inv. 101258. Plate 55d. 
Tomb 8, ca. 325 в.с. 


H. 10. A fragment of an appliqué base with a sup- 
port for a figure in the form of a tree trunk. In the 
center of the support near the base is a hole, perhaps 
for a pin used to fasten the appliqué to the background. 
To the right of the support, the right foot of an Ama- 
zon, or a barbarian of eastern origin. 


337. Inv. 101256. Plate 55e. 
Tomb 8, ca. 325 в.с. 


Н. 13, W. 8. Тһе headless torso, left upper leg, 
and left arm of a nude male figure. He carries a 
chlamys over his arm and rests two spears (?) on his 
left shoulder. “The surface of this appliqué is badly 
weathered. He could be a hunter, or a warrior at rest. 

The subject and the pose agree with those of (335) 
and the right-hand figure of (334). Note especially 
the two spears and the chlamys covering the lower arm. 
The anatomical divisions do not seem as exaggerated 
or abstract as the others, but that could be due at 
least partially to the weathering. “The figure clearly 
belongs here. Compare, for example, the rough treat- 
ment of the hand and the simple parallel folds of the 
drapery. Compare also the thigh muscles with those 
of (333). 
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338. Inv. 1544, 
K, p. 21, pl. 19, no. 103. 


The lower torso and very muscular right thigh of 
an appliqué warrior, who holds a sword across his 
stomach. Тһе bulging muscles around Ше kneecap аге 
too similar to those of (335) not to be the work of the 
same man. 


339. Inv. 210. 


Two legs from the knee down to the bare feet and a 
section of drapery which touches the ground belonged 
to a figure in-the-round. The treatment of the sur- 
face—powerful and without much detail—as well as 
the thick drapery, place the figure іп this group, but 
also suggest a possible relationship to the sculptor of 
(273) of Group N. 


340—341 from Tomb 33, 300-275 в.с. 
340. Inv. 122850. Plate 56a-b. 


H. 21.0, W. 13.0. The headless torso of an appliqué, 
another hunter (?). Тһе right leg is preserved to 
just below the knee. Enough remains to show that 
it was turned outward and toward the right of the fig- 
ure. The outline of the left leg, broken above the knee, 
is visible on that part of the chlamys hanging between 
the legs. That knee was also bent and the figure was 
moving rapidly to his left. The chlamys which covered 
the entire left side of the figure also covered the bent 
left arm; the right, which is pressed next to the flank, 
may have held a weapon. The left arm was probably 
extended, as the drapery must have been slightly 
twisted out in the other direction. 

The anatomy differs from that of the preceding 
figures of the group. The body is fleshier and more 
realistically modeled. Тһе divisions are not so 
strongly accentuated. Note especially the line separat- 
ing the right shoulder and the biceps, and the indenta- 
tion of the stomach just below the rib cage. “The “iliac 
crest" is not so obvious as in (335).  Triceps and 
kneecap are clearly differentiated, but not exaggerated. 
In the overall proportioning of the body, however, 
there is strong agreement with the rest of Group О. 
The shoulders are broad, the waist narrow. It is а 
triangular structure, and the nearly perfect triangle 
formed by the shoulder and the “iliac crest" seems very 
evident, almost purposeful. There is an indulgence in 
geometry for its own sake, for example, in the con- 
trast of the arcs of the drapery and its triangles, in 
contrasting patches of light and dark shadows. The 
overall surface impression is of extreme fluidity. lt 
gives the appearance of having been carved from soap, 
though this may partly have been the result of weather- 
ing. 

341. Inv. 122949. Plate 56с. 


Н. 18, W. 17. Тһе torso of a male figure, also ап 
appliqué, in poorer condition than that preceding, is 
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clearly from the same frieze. The torso (with chlamys 
fastened over the right shoulder), a section of the left 
leg, and the left hand remain. Тһе left hand clutches 
what seems to be a bundle of rods, which terminates 
just under it. Compare (335). The bundle is covered 
on top, possibly by a section of drapery. The rather 
formless chlamys was gathered in the crook of the left 
arm. He is probably a hunter. 

Despite the heavy damage there 15 enough left to be 
sure that it 1s by the sculptor of (340). The treatment 
of the leg and thorax muscles 15 identical and the drap- 
ery is the same, almost totally opaque with big, simple 
folds. 


342. Bari, Inv. 3727. 
K, p. 28, pl. 24, no. 142. 


This hunter's chlamys covers him in much the same 
fashion as that of (339). It is likewise composed ої 
wide, vertical folds which enclose space. His body is 
muscular, but not as exaggeratedly so, perhaps, as the 
other figures of the group. Іп his right hand 15 а 
fragmentary lagobolon and over his shoulder hangs a 


rabbit. 


343. Basel, Art Market (1956). Plate 57a. 
C. 16, p. 7, pl. 3, no. 8. 


Herakles, wearing his leonte and holding a cornu- 
copia in one hand, was either an acroterion or an ap- 
pliqué (the back is rendered sketchily.) This unique 
subject may, like (16), have had a specific local sig- 
nificance.? A very convincing stylistic comparison can 
be made between Herakles and the Basel hunter (335). 
Both have the massive triangular torso and bulging 
leg muscles. They also have in common a large mouth 
and heavily lidded eyes, multiple, slanting divisions of 
the stomach and ribs, and coarse arms and hands. They 
are by the same sculptor or two closely related ones. 


344. Tiibingen, Inv. 5385. 
K, p. 23, pl. 20, no. 116. 


The carving of the nude male’s chlamys 15 very 
similar to the drapery in (330). This applique prob- 
ably represents a hunter too, and it is the work of the 
same or a closely related sculptor. 


345. Inv. 207. 


The torso of a male, nude except for a chlamys, and 
a section representing the right leg and groin of another, 
belonged to figures whose muscular bodies were roughly 
hewn, with deep dividing lines, like many of the figures 
of this group. 


55 Herakles with the cornucopia is a rare subject, though 
known both on vases and coins. The cornucopia must sym- 
bolize the blessing the hero brings. The coins of Herakleia 
(the Tarentine colony) dated 345-272 в.с. show a Herakles 
with club and cornucopia. S. W. Grose, Catalogue of the Mc- 
Clean Collection of Greek Coins 1 (Cambridge, 1923): pp. 
114-115, pl. 29-17, 18. 
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346-348. Inv. 140-142. Plates 57b-c, 58a. 
B-B, p. 166, fig. 121. 


This group is composed almost entirely of small ap- 
pliqué figures. “They are mounted on individual bases 
with rounded central supports. The backs are flat and 
contain holes for doweling to a background. There 15 
no clue as to how the figures related to each other in a 
composition. Each seems independent. In this respect 
they are rather like the Tarentine gilded terra cotta 
appliqués оп wooden sarcophagi, which they often re- 
semble in style and subject matter.?9 

The style is best described by considering first this 
group of three of the figurines representing Amazons, 
found together and probably by the same sculptor. Тһе 
angles of the trunk of the body and the leg call to 
mind those of the running girls in the Persephone 
pediment (289) of Group М. The proportions of the 
body, however, are stockier, and the faces extremely 
simplified. Тһе ever-present, large central supports 
indicate that the sculptor had little faith in the lime- 
stone. Group © offers some comparisons, but the 
drapery here lacks the subtle chiaroscuro effect of 
many interesecting folds. In Group R the geometry 1s 
particularly obvious. Curves are precise, and arranged 
and alternated for decorative effect. “This is especially 
strong in the elegantly outfitted Amazon with the stone 
(346), where the curve of the top edge of the drapery 
picks up the curves of the curly Amazon shield. Тһе 
triangle, however, 1s the modulus of the composition. 
Her pose is essentially a two-dimensional triangle de- 
fined by the base and the straight left side of her body. 
Another triangle, which the knobs of the shield and the 
mound of the bare breast outline, balances it. А simi- 
larly triangular composition (347) which has the same 
base, with natural groundline and tree-trunk support, 
may have belonged to the same frieze. “The flat base 
of (348) would indicate that it was part of a different 
one. 


349. Berlin, Inv. 885b. 
K, p. 22, pl. 20, no. 110. 


Draped, headless torso of an appliqué representing a 
barbarian hunting. Не carries a knotty lagobolon in 
his right hand, and a chlamys 1s spread over his out- 
stretched left arm. Не is supported in the center, like 
the Amazons, by a tree trunk. Тһе drapery is very 
close to that of (346-348), though finer. Diagonals, 
especially evident in the chlamys, dominate its fold 
pattern. 


350. Berlin, Inv. 885a (missing 1972). 
K. p. 22, pl. 20, no. 109. 


The pose of this appliqué is very close to that of the 
Amazons; the drapery is best compared to (348). It 


96 Cf. Lullies, pl. 13, 4. 
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may be the work of the same man. Despite the chiton 
with overfold, the leggings and Phrygian cap, a bar- 
barian—perhaps a Persian, or an Arimasp 15 repre- 
sented, not ап Amazon. 


351. Inv. 117. 
B-B, p. 173, fig. 132. 


A small fragment, lower torso and upper legs, of a 
hunter with а lagobolon (?) like (349). “The chlamys 
has the same deep, narrow folds with abrupt endings 
which are characteristic of (347). It should be the 
work of the same man. 


352. Inv. 176. 
B-B, p. 173, fig. 133. 


The drapery of this section of an appliqué through 
the waist and thighs is a simplifed and harder ver- 
sion of (350). 


353. Inv. 177. 
B-B, p. 173, fig. 134. 


А fragment of the draped lower torso and legs of an 
Amazon (7), perhaps by the sculptor of (349). 


354. Berlin, Inv. 885c (missing 1972). 
K, p. 22, pl. 20, no. 111. 


The costume is the same as (350) ; he holds here a 
sword with curved grip. His belt, decorated with 
evenly spaced holes for its full length, is like that worn 
by (349). The arm and hand of another figure are 
pressed against his chest in a gesture familiar from the 
combats of Greeks and Amazons. Compare (45) of 
Group D. The drapery consists of parallel vertical 
folds interrupted only occasionally by a curve. It is a 
poor version of that of (347), perhaps by the sculptor 
of (352). 


355. Inv. 173. 
K, p. 23, pl. 20, no. 113. 


The subject is that of (354), a barbarian who wears 
distinctive belt. Тһе drapery, however, is entirely dif- 
ferent. It is light, with varied curves and ruffles, and 
no straight lines or diagonals. A border has been made 
along the hem with a shallow incision. The treatment 
of the overfold shows the influence of Group O. 


356. Inv. 102935. Plate 58b. 
Tomb 12, 300-280 B.c. 


Н. 13.5, W. 11.5. An appliqué figurine, a female, 
wearing a sleeveless chiton with long overfold. Нег 
round face is inclined forward toward her left shoulder. 
It is met by the end of the himation which she pulls 
with her left hand around behind her in an arc. As it 
rises the broad swathe of drapery twists until at the 
top of the arc it is seen in profile. She holds it on her 
right in her lowered hand. (The arm from elbow to 
wrist is missing). Нег head is framed with twisting 
tresses of hair which continue along the top of her 
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right shoulder. “There is no Phrygian cap or pelta 
shield as in the preceding figures. Тһе slightly inclined 
head, and her use of drapery as a shield, suggests that 
a Niobid, or perhaps Niobe herself, is the subject. 

А comparison of this figure and the Amazon (346) 
indicates that the two are by different but closely related 
sculptors. 'The himation intersects the raised and bent 
left arms of both figures and wraps around them. Тһе 
drapery is composed of similar broad, vertical folds 
with rounded edges while there are no points of strong 
contrast. 


357. Inv. 100470. Plate 58c. 
'Tomb 4, 310-290 в.с. 


Н. 15, W. 15, D. 5. An appliqué Amazon. Нег 
chiton belted under the breasts has an overfold and long 
sleeves. She wears also a chlamys, fastened over the 
right shoulder, which covers her outstretched left arm 
and spreads out behind her. It can be seen also be- 
hind her right arm. Нег right leg, missing below the 
knee, was extended to the right; the left, toward the 


Іей. She moved toward her right, but was preparing 
to hurl a spear to her left. Her head (now missing) 
was turned. 


Here the essential scheme reappears with only slight 
alterations. “This figure is (349) with all the curves 
straightened out and all the folds sharpened to a fine 
edge. Тһе raised and sharply bent right arm, апа 
widespread legs accentuate the angularity of the drap- 
ery. It is both cruder and more powerful than any 
seen so far, with the possible exception of (354). 


358. Inv. 135. 
B-B, p. 173, fig. 130. 


This Amazon runs to the left, her left arm is lowered, 
without a chlamys. In all other respects, including the 
carving of the drapery, she is very like the preceding. 


359. Inv. 91. 
B-B, p. 173, fig. 131. 


Broad curves have entered this Amazon's drapery. 
Here also the folds turn back over themselves enclos- 
ing space. All the same, it has a harder, more metallic 
appearance than that of either (357) or (358). Нег 
right arm, thrust straight down—it holds a sword 
across her mid-section—violently asserts the stick fig- 
ure geometry of the composition. “The sculptor had a 
distinctive personality among the carvers of figurines. 
He was probably responsible for (357) and (358) and 
if so this is his best work. 


360. Inv. missing. 
B-B, p. 173, fig. 135. 


A small fragment, the mid-section ої an Amazon 
(?) with a hand pressed against her chest, forms a 
composition like (354) or (369). “There is not enough 
drapery left on which to base an attribution. 
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361. Inv. 92. 
B-B, p. 173, fig. 136. 


Sharp-edged parallel folds, similar to those of (357), 
are found also on this fragment, the torso and legs of 
an appliqué Amazon (7), who moves іп an enormously 
exaggerated stride to the left. 


362. Inv. 17111. 
B-B, p. 173, fig. 137. 


The hand which produced (361) was undoubtedly 
responsible for this now fragmentary Amazon. The 
folds have the same shallow convex troughs between 
sharp peaks. “This method of cutting (as well, perhaps, 
as the folds) is distinct from that employed in (357). 


363. Milan, Art Market (1963). Plate 59a. 
S, p. 23, pl. 8, no. 11. 


Two female figures, preserved from the waist down, 
overlap and move rapidly in opposite directions on a 
solid plinth just wide enough for them. Both figures 
gripped with one hand an outer fold of drapery above 
the knee. Broken edges of drapery show that they 
clearly held their himations over their heads. The 
subject matter is different (Maenads?) and so is the 
technique. There is no visible central support, nor was 
one necessary. “The drapery which reached to the 
ground provided additional strength. Тһе sharp-edged, 
carelessly gouged out folds nevertheless compare closely 
with those of the preceding figures, so closely, in fact, 
that they must be by the sculptor of (357) or someone 
closely related to him. 


364. Basel, Art Market (1972). Plate 59b. 
C (1972), p. 18, fig. 47. 


H. 12.4, W. 13.3, D. 5.1. A fragment of relief pre- 
serves a Maenad in long, unbelted chiton running to the 
right along a groundline with rocks. Her head and leit 
forearm, which was raised in front of her, are missing. 
She carries a sword in her right hand. 

The strong diagonal composition and deeply gouged 
drapery folds are convincing arguments that the relief 
belongs in this group. Details like puffs of drapery 
over the ankles suggest that the sculptor of (363) may 
have carved it. Its obvious relation to (394) provides 
a link to the contemporary Group 5. 


365. Inv. 90. 
B-B, pp. 171-172, fig. 128. 


Fragment of a group of running women identical to 
(363) except that the drapery of the left figure is more 
curvilinear and less deeply gouged. It should be by a 
different sculptor who may be the sculptor of (355). 


366. Milan, Art Market (1963). Plate 59c. 
S, pp. 23-24, pl. 8, no. 12. 


A single appliqué figure, a woman, moves rapidly to 
the left. It is probable that she looked back over her 
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shoulder at her twin moving in the opposite direction. 
The groundline 1s naturalistic and the lines of the drap- 
ery less harsh than those of (363). "They are fewer 
and more curving. “This figure was undoubtedly the 
work of the milder man who carved (365). Compare 
in particular the treatment of the overfold which gathers 
into little pockets, reminiscent of Group E, and the 
puff behind the ankle. 


367. Bari, Inv. 2494. 
K, pp. 25-26, pls. 22, C, no. 129. 


Though the design of this appliqué with two women 
in long chitons who run, one from behind the other, in 
opposite directions, is identical to that of (363), the 
women are both fuller bodied and more realistically 
draped. “There are the long S-curves between the legs 
seen in (366), and there is also greater transparency. 
The upper part of the chiton is gathered into U-shaped 
folds which suggest the more rounded forms beneath. 
A close comparison 15 (302) of Group О. 


368. Berlin, Inv. 885d. 
К, р. 27, pl. 23, no. 138. 


The right side of a female torso, with the right arm 
clutching her breast. An appliqué figure like (366). 
The overfold is ruffled as in (369). 


369. Wurzburg, Inv. H 4723. 
K, p. 26, pl. C, no. 129a. 


Preserved here are the upper parts of two figures, 
without their heads, from a group like (363). “They 
are joined above by their arms. One holds hers across 
the breast of the other. “The arms of the other, raised 
and bent at the elbow, are parallel to those of the first 
for most of the space between them ; а practical arrange- 
ment to add to the stability of the appliqué. The 
proportions of the figures are the same as (306). The 
chiton's overfold seems, however, more frivolous. 


370. Tubingen, Inv. 5386. 
K, p. 23, pl. 20, no. 114. 


The drapery of this barbarian (?), who wears the 
same type of belt found in (349) and (354), 15 very 
similar to that of (365). Compare the upper part of 
the chiton and the folds over the outstretched left leg 
of the more complete figure. 


371. Heidelberg, Inv. missing. 
K, p. 25, pl. 22, no. 128. 


This figure is the mirror image of the more complete 
figure of (369) and is surely by the same hand. 


372. 138/3773. 
K, p. 23, pl. 20, no. 118. 


The barbarian torso (traces of the Phrygian cap on 
the shoulder) is larger than the rest, and the drapery 
more detailed, like that of (367), and more naturalistic. 
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373. Trieste, Inv. missing. 
K, p. 25, pl. 22, no. 125. 


Though this figure is clearly very like (306), the 
pose 1s more subtle, a gradual torsion from profile below 
to three-quarters above, and the drapery is more inter- 
esting. (366) is perhaps the work of a less skilled 
follower. 


374. Inv. 840/1864. 
K, p. 25, pl. 22, no. 126. 


The badly damaged torso was draped like (373); 
the simplicity of the folds suggests (371). 


375. Inv. 171. 
K, p. 26, pl. 22, no. 130. 


This fragment comes from the center of a group like 
(363). The sweeping folds and uninterrupted smooth 
areas, however, are not paralleled on the other ap- 
pliqués, though the drapery of (374) is nearer than 
most. 


376. Inv. 218. 
B-B, p. 172, fig. 129. 


The ruffled overfolds, the diagonals on the upper part 
of the chitons, indicated that these badly damaged torsos 
belonged to a group by the sculptor of (369). 


377. Inv. 123123. Plate 59d. 
Tomb 34. 


Н. 9.0, W. 6.0. Тһе torso and head of a female 
appliqué figure. She wears a sleeveless chiton with 
overfold, belted just under the breasts. She is com- 
pletely frontal. In her lowered right hand she holds 
her drapery. Тһе left arm is missing. Нег head, 
which has been rejoined to her body, looks just slightly 
to her left. Нег hair falls down beside her neck and 
touches her shoulders. 

The drapery is very similar to that of (369), but less 
carefully executed. Нег face is an unfortunate one— 
bulging eyes, enormous chin—redeemed by the smile. 
This 1s surely the naivest of Tarentine sculptures. Very 
close, however, is (425) of Group U. Тһе two figures 
are clearly the work of related sculptors. 


378. Inv. 148. 
B-B, p. 173. fig. 138. 


This badly damaged slender torso of a Greek with the 
hand of an Amazon over the left breast may once have 
belonged to a figure like (360). 


379. Inv. 97. 
B-B, pp. 171-172, fig. 125. 


A fully draped, running girl carries to an extreme 
the tendency toward sharp-edged, abstractly patterned 
drapery seen in (359). In the violence of her move- 
ment and the streamlining of her garment, she sur- 
passes all of the figures of Group R. 
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380. Inv. missing. Plate 60b. 


H. 15. Lower half of a girl running to the right. Her 
drapery is voluminous. А large swathe of it billows 
out behind her, and may have been pulled up to her 
head like that of (346).  Comparable also are the 
running friends of Persephone (289) of Group N. 


361. Inv. missing. Plate 60a. 


Н. 15. Unfinished relief of а female figure moving 
tothe right. Her left arm 1s raised and perhaps touched 
her head, and her right arm is held against her side. 
The figure has only been outlined. “There 15 no sur- 
face detail. 

The gesture of the figure—compare (346) —suggests 
that it belongs in Group К. 


GROUP S. 310-280 B.C. 


382. Inv. 110555. Plate 60c. 
'Tomb 20, 300-280 в.с. 


Н. 15, W. 29, D. 6.5. This frieze (in two pieces, re- 
joined after discovery) contains two Maenads, running 
toward each other, but both looking to the right. They 
are separated by a low tree with three branches. Тһе 
ground is rocky. Тһе Maenad оп the left wears а 
high-girt chiton with overfold and carries a thyrsos like 
а spear in her right hand. А himation draped over 
her outstretched left arm floats behind her. Тһе other 
wears a short, high-girt chiton and a himation draped 
in the same way, which touches the ground between her 
legs. Her thyrsos is similarly poised and she holds a 
tambourine (?) like a shield in her left. It has a hole 
in the center and four lightly incised rays emanate from 
it. Its left side has been broken away. 

In this group (as in Group R) there is a uniformity 
of technique and subject matter. With few exceptions 
it is composed of fragments ої Dionysiac friezes. There 
is a distinctive drapery style and a repetitive composi- 
tion. Here the figures conform to the laws of simple 
frontality and strong diagonal movement. “There 15 
much in common with figures in Group L. For the 
drapery compare the left Maenad with the leftmost 
figure of (222). In both cases it is simple, opaque, 
composed of large folds which fall into zig-zag patterns 
at the ends. The friezes, furthermore have in common 
their dependence on diagonals in composition. The dif- 
ference is that in Group S there is less variety. Тһе 
patterns are simplified and repeated until they become 
monotonous, as will become apparent. 

The Maenads of Group S however, are a new breed. 
They are not lost in ecstasy as (48) of Group D, nor 
do they dance like those of Group Г. Неге, instead, 
they seem much more violent and intense. АЙ their 
energy seems directed at a single objective. “They are 
hunters. In close analogy are the scenes on vases which 
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show Maenads stalking Pentheus. Тһе landscape ele- 
ments set the scene appropriate to the action." 


383. Catania, University (1968). 
B-B, p. 183, fig. 169. 


A running Maenad wears the same opaque chiton as 
that of the right-hand Maenad of (382) and the end 
of her himation flutters similarly against the back- 
ground. 


384. Inv. 115. 
B-B, p. 151, fig. 111. 


This small fragment has the same drapery as (382). 
Were it not for the fact that the Maenad's hair is not 
kinky and her face thinner and more delicate, there 
would be every reason to consider them the work of 
the same sculptor. 


385. Inv. 186. 
B-B, p. 183, fig. 166. 


Again the drapery of this fragment, the left leg and 
part of the right of a running Maenad (?), conforms 
closely to the pattern of (382) and in a general way to 
that of (222). Wide curving folds frame the lower 
leg. Otherwise the drapery is opaque. 


386. Inv. 24. 
B-B, p. 183, fig. 164. 


A nearly complete Maenad in relief (her face is 
missing) runs to her right carrying a torch (?). Тһе 
long chiton over her extended right leg is gathered in 
the sweeping arcs which are found in Group L—com- 
pare the figure with her hand on the statuette in (222) 
—but which are characteristic of Groups D and E. The 
drapery of this and the following half dozen reliefs 15 
relatively lighter than that of the first four of Group 5. 


387. Inv. 25. 
B-B, p. 183, fig. 165. 


The figure on the left side of this relief wears a 
chiton with overfold and her face is preserved, but in 
every other respect she is the twin of (386) and clearly 
the work of the same sculptor. Compare the mass of 
drapery around their left hands. Тһе figure on the 
right has a loop behind her like those of Group O. 


388. Inv. 8. 
B-B, p. 183, fig. 168. 


A poor fragment of frieze with а Satyr's torso. The 
angular cut of the drapery over his arm is like that of 
the Maenad on the left of (387). 


389-391. Amsterdam, Inv. 1582-1584. 
Р, р. 29f., pl. 13, nos. 58-60; К, pp. 6-7, pl. 6, no. 25. 


These three fragments probably belonged to a single 
frieze. “There are five nearly complete figures: four 


57 Cf. Sichtermann, p. 55, pl. 139, no. 80. For the form of 
the palm ( 2) tree, cf. Lullies, рі. 10, 2-3. 
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Maenads and a Satyr holding a lagobolon, and traces of 
two others: a Maenad (7) holding a раї and one with 
her left hand wrapped in drapery. If Klumbach 15 
correct (389) was on the left; (390), the fragment 
with three figures in the center, and (391) surely 
formed the right end. Assuming that there were no 
more than seven figures (why eight, as Klumbach sup- 
poses?) then the composition would have been sym- 
metrical, with three Maenads on either side of a nude 
male, an arrangement very similar to that of (222). 
Al| Maenads to judge from the remaining one move 
diagonaly away from the edges of the frieze, while 
looking back at them. Allowing fifteen centimeters for 
each figure, the frieze would have been a little over a 
meter wide, that 15, a little under the average width оі 
a naiskos. 

The frieze is perhaps by the same hand as (382); 
compare the Maenad at the left end. “The pose is nearly 
identical to the Maenad on the left of (382), while the 
drapery compares well with the long chiton of the 
Maenad on the right. 


392. Heidelberg, Inv. 26/55. 
K, p. 7, pl. 6, no. 26. 


This Maenad cradles her pinecone-headed thyrsos 
in her left arm, as she turns to signal behind with 
her bare right. “The ends of the himation with tiny 
balls at the tip, betray the hand of the sculptor of 
(382). 


393. Amsterdam, Inv. 1593. 
K, p. 7, pl. 6, no. 27. 


Even more voluminous, but more transparent, is the 
drapery of this Maenad who rushes to the right, but 
turns her head out from the background. Тһе himation 
loops over the arm as in (382), but its curves are much 
more natural. The relief 1s clearly by a different and 
a more skilled hand. 


394. "Trieste, Inv. 977. 
K, p. 7, pl. 7, no. 28. 


The drapery of this Maenad with sword and spear 
(?) is a simplified version of that found in (382) or 
(389) and is surely by an inferior craftsman. 


395. Taranto, Private Collection, 1937. 
K, p. 7, pl. 7, no. 29. 


This badly damaged Maenad could have been the 
work of the sculptor of (394). 


396. Bari, Inv. 3095. 
K, p. 8, pl. 7, no. 30. 


A slight variation on the theme, Maenad rushing to 
the right or left, can be seen in this figure. The himation 
which wraps around the front of both arms, and circles 
behind her head, makes her appear to be emerging from 
the background. She wears her hair in a “melon” 
hairdo, like those of (389) and the treatment of the 
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drapery around her ankles suggests a close relationship 
between the reliefs. 


397. Bonn, Akademisches Kunstmuseum (1937). 
K, p. 8, pl. A, no. 34. 


The head and upper torso of a Maenad who plays the 
tambourine with her right hand is seen entirely in pro- 
fle. Her streaming hair 1s framed in the back by the 
loop of the himation. Тһе greater detail of the Тасе 
and hair, and finer drapery are features the relief 
shares with (384). 


398. Inv. 7. 
B-B, p. 138, fig. 92. 


A small pediment with an Amazon and a kneeling, 
nude Greek in combat. Тһе drapery of the Amazon, 
opaque and composed of a few deeply cut and sharp- 
edged folds, has much in common with (382). Note 
the detail of the ball at the tip of the chlamys (?) Тһе 
groundline is rocky, and the stubby tree is clearly re- 
lated to that of (382). 


399. Basel, Art Market (1972). Plate 61a. 
Photo: courtesy Dr. Н. А. Cahn 


H. 18.1, W. 10.8, D. 4.8. The right edge of a relief 
panel, probably a frieze, preserves a single figure, an 
Amazon carrying a pelta shield, wearing a short chiton 
with overfold. Her legs are covered by high boots or 
leggings. Нег head, right arm, and both feet are 
missing. “The torso and left leg of the figure are seen 
in three-quarter view, while the right is in profile. 

The movement of the Amazon parallels that of the 
Maenads (382). Тһе drapery flares out around the 
legs in very much the same way. "The folds, however, 
are finer and more regular. Though the relief belongs 
to Group 5 it also has much in common with those of 
Groups D and E. 


400. Inv. missing. 


Fragment of the upper half of a relief with one figure, 
a Maenad with head slightly inclined, а dreamy ех- 
pression, holding in her left arm a thyrsos. She is 
practically stationary. Her chiton, apparently sleeve- 
less, has been badly damaged, making any more than a 
general attribution, to Group S, impossible. 


401—402 are from Tomb 13. 
401—402. Inv. 105789-790. 
Н. 10, W. 13, D. 5; Н. 10, W. 10.5, D. 5. Both 


fragments belong to a Dionysiac frieze larger in scale 
than the others of Group S. (402), the draped arm 
of а stationary Maenad holding a thyrsos, probably 
belonged to the right end of the frieze. There is а 
vertical cutting just to the right of the arm. (401) 
was located on the left, as can be seen from a part of 
the left vertical border which is preserved. The Maenad 
stood on an elevated, rocky groundline. 
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The drapery resembles in a general way that of 
(382). The way it closes around the shod foot recalls 
(75) of Group E. 


403. Inv. 102773. 
Well 10. 


H. 14, W. 8. Badly damaged head and upper torso 
of a female figure, a Maenad or perhaps an Amazon, 
wearing a sleeveless chiton with crosstraps. She 
moves slowly to the left. Тһе front of the face has been 
shaved off. “The remaining drapery is like that of 
(382). 


GROUP Т. Са. 280 B.C. 
404—407 from Tomb 14, ca 280 в.с. 
404. Inv. 106250. Plate 61b. 


Н. 35, ХУ, 28. The headless torso belongs to a war- 
rior, nude except for a round shield (recomposed from 
smaller fragments) and chlamys which falls beside his 
left flank. He moves swiftly to his right. The legs are 
seen frontally, but the upper part of the body in three- 
quarters view appears to emerge from the background. 
He must have held a sword or spear high in his right 
arm, as the pectoral muscles are stretched in that direc- 
tion, and he must have directed it toward the lower 
left-hand corner of the panel. Тһе counter-clockwise 
torsion of his body would indicate this. Тһе upper 
left-hand corner of the panel has been preserved. From 
this it is clear that there was no space for an opponent 
in the lower left so the action may have carried across 
to the next panel. Compare Ше metopes (199-207) of 
Group К. Marks of an abrasive are visible all over 
the body, shield and background, with no trace of paint. 
This and the following large metope-like panels and 
fragments (404-407) come from an unusually impor- 
tant naiskos, to judge by the scale. Extensive archi- 
tectural material and pottery from an associated burial 
make it one of the best documented. See appendix, 
Tomb 14. 

The muscular warrior's body immediately suggests 
a relationship to Group C, but closer analysis reveals 
systematic differences. “They appear also in the other 
reliefs from the complex, and define the unique features 
of Group T. Тһе divisions of the torso are clear and 
unexaggerated. Rib cage and thorax are divided into 
small and discrete planes, in contrast to the broader 
and more fluid ones of (20) in Group C. Note the 
deep hollow between the pectorals. “This is a feature 
not found elsewhere. “There is, further, a linearity and 
a flatness which do not exist in the figures from Group 
C. This is particularly noticeable in the arc which 
separates the rib cage and the thorax. The movement 
of the figure has parallels in the torsos of Group P. 
Compare (306). What little drapery remains is marked 
with deep, narrow folds and is unrhythmic in its move- 
ment. 
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405. Inv. 106251. Plate 61d. 


H. 21, W. 17. Fragment of a metope with a headless 
torso of a male. Itis between profile and three-quarters 
to the right. His chlamys arcs behind his right 
shoulder, which has been worked in-the-round. Its 
course is complicated : it seems to come down over the 
left shoulder, across his waist, around behind and ends 
on his left side. Тһе curving end is preserved in the 
lower right-hand corner of the fragment. Ніз sword 
belt 15 preserved where it crosses his right shoulder 
and the rim of his round shield, just above the end of 
the chlamys. 

The proportions of this figure correspond to those of 
the preceding, but the treatment of the surface differs 
fundamentally. It is broken up into a number of small, 
superficial planes. Effects of light and shade are раг- 
ticularly intense in the rib cage. Compare (161) of 
Group H. The drapery is completely different from 
that of (404). In its ornateness and intricate weaving 
it carries the developments of Groups L and O to an 
extreme. Compare the companions of Persephone 
(289). “The sculptor of the fragment though not an 
innovator 1s strongly individualistic, the dominant per- 
sonality among those at work on the monument. 


406. Inv. 106249. Plate 61c. 


H. 35, W. 27. The fragment consists of the badly 
damaged head, torso, and legs of an Amazon, wearing 
a Phrygian cap and short belted chiton with overtold. 
Her face and left arm are missing entirely. Нег gaze 
apparently turned upward and the arm, perhaps bear- 
ing a shield (a trace of a shield (?) on the right edge 
of the fragment) raised in defense against an attacker 
on her Іей. The left leg seems to have extended out- 
ward for a way, apparently foreshortened, and brought 
back in a squatting position. А trace of the left foot 
can be seen on the background. The right leg, very 
much foreshortened, was bent under her. The knee and 
shin rested on the ground. With her right arm she 
supported herself against the onslaught. Тһе edge of 
her sleeve touches the background where it is met by 
the groundline, represented as naturally rolling land- 
scape. The ledge on which the figure rests is very 
wide for a metope. The panels would, if they аге 
metopes, seem to be excluded from the entablature. 
The groundline would have projected over the normal 
architrave. On the other hand, in a triglyph metope 
frieze in the base of the naiskos their bases could have 
rested on a projecting step. Compare a representation 
of such a frieze on an Apulian vase in the British 
Museum.*® 


58 Carter, p. 129, fig. 16; BMVC 4: pp. 130-131, no. F 276; 
Wuilleumier, p. 308. Despite similarities in design between 
the panels and ceiling coffer panels, they would have been too 
large in relation to the building (cf. the diameters of the column 
bases, in appendix Tomb 14) to have served that purpose. 
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The Amazon's drapery is of yet another type: thick, 
opaque, with undulating curves and few deep folds. The 
lower part of the chiton has pockets, like the end of 
the chlamys (405), but they are fuller and cast stronger 
shadows. It is clearly related to the drapery of Ше 
Amazons of Group R. Compare (355). On the other 
hand little attention was paid to the exposed parts of 
the body. Тһе leg is rough hewn. Compare а frag- 
mentary leg (407). All this indicates a third sculptor 
at work on the monument. 


407. Inv. 106252. Plate 62a-d. 


H. 18, W. 14 (the largest fragment). All the 
fragments аге the scale of Ше reliefs (404-406). The 
largest fragment represents a cuirassed warrior with 
pteryges covering his upper thigh, mounted on a horse, 
of whom the forequarters and the beginning of a raised 
right leg remain. Three other fragments of horse may 
belong to it: the right hindquarters, a hoof with 
shaggy fetlock placed firmly on the ground and a section 
of neck with close-cropped mane. The build of the 
horse (or horses) was powerful Тһе protruding 
muscles of the hindquarters are evidence of a close 
relationship with the horses of Group K and in particu- 
lar with (204). Тһе hand gripping the round shield 
could have belonged to (406). "There are, as well, two 
right hands, completely in-the-round, and a left leg 
with swelling calf muscle and well-developed thigh. 
Another leg with an anklet (belonging to an Amazon?) 
has only been roughed out. 


408. Milan, Art Market (1963). Plate 63a. 
S, p. 21, pl. 7, no. 9; Becatti, p. 238. 


The gesture of the right arm suggests that the sub- 
Ject is a warrior defending himself against an attack 
from above, or perhaps a Niobid. Though the anatomy 
is more detailed and explicit than that of (404), the 
proportions, the narrow shoulders for example, are 
very similar. Likewise, the bulge of the thorax muscles 
is overplayed. Compare also the shoulder and ribcage 
with those of (405). The bunching of skin over 
muscles and tendons in the right arm, left breast, and 
thick, short neck adds power to the bending movement 
of the figure. The face, in profile, is flat with a small 
mouth, a thick jowl, and deepset eyes. Тһе hair is 
roughly boxed out. Clearly the relief is by a different 
sculptor than the preceding, one who is closer to the 
naturalism of Group C; still stylistically he is most 
closely related to the sculptors of Group T. 


409. Inv. 126. Plate 63b. 
B-B, p. 156-158, fig. 116; K, p. 31, no. 176; Adriani, p. 
79, pl. 7; Langlotz, p. 98, pl. 153. 


The frame around this large metope-shaped relief 
contains two warriors. One, wearing an exomis and 
seen in profile, moves swiftly to the right with a large 
round shield slung over his left shoulder and his right 
hand outstretched and strangely empty. The other, 
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protected by a chlamys and Attic helmet and holding 
a sword in his lowered right hand moves in the op- 
posite direction, head in profile, back turned three- 
quarters outward from the relief ground. “They seem 
thoroughly unconcerned with each other. Does the 
action carry over on the adjacent panel? (410-411) 
with the same dimensions and found in the same spot 
should certainly be from the same monument. So may 
be (412), which has the same dimensions, though по 
information exists on the place of discovery. (410), а 
peaceful scene, and (411) oriental warriors, would ap- 
pear to be thematically unrelated to (409), which sug- 
gests that the individual panels were self-contained and 
the X-composition purely decorative. "This, however, 
may not have been entirely the case. 

Despite some obvious differences, the group of re- 
liefs (409-412) is stylistically closely related to the 
metopelike reliefs (404-407). Compare in the present 
instance (409) with (405): the right shoulder of the 
figure with the shield to the shoulder in (405), the 
chlamys of the helmeted warrior to the chlamys of 
(405). The similarity in the treatment of the ends of 
the drapery is particularly striking. The bands, the 
hand holding the straps of the round shield, are nearly 
identical to those of (407). It is possible that (409) 
and (405) are the work of the same man. The doubt 
(raised by Klumbach) about the authenticity of (409) 
should be dispelled. The heads, further, are compa- 
rable to (408). They have the same flat cheeks, low 
sloping brows, small mouth, and deeply sunken eyes; 
(409) and the other panels in the group are, of course, 
in much lower relief than (404-407). Perhaps they are 
metopes in the entablature. The X-composition re- 
veals a degree of stylization not apparent in (404- 
407), but then they are much less fragmentary. A 
really important difference is the slender, desiccated 
anatomy apparent in the left leg of the figure with the 
shield. For this there is no parallel among the frag- 
ments (404-407). 


410. Inv. 127. Plate 63c. 
B-B, pp. 158-160, fig. 117 ; K, p. 31, no. 177. 


The two figures of this panel are the female counter- 
parts of (409). "The one to the right, armed with a 
fan, raises her right hand in a gesture similar to that 
of the warrior with the shield. His palm is turned up; 
hers, down. Нег companion emerges in three-quarters 
from behind her and out of the background—the exact 
opposite of the figure on the left in (409). Тһе figures 
are similarly framed, proportioned, and the heads (here 
with a typically Apulian coiffure) and broad necks, 
seen also іп (408), compare closely. All this would 
suggest that the project was planned by one man. The 
drapery, however, indicates that two were involved in 
executing it. The linearity of (405) and (409) and 
the illogicalities—for example, the folds over as well 
as beside the advanced leg—are here carried to the 
extreme. There 15 no apparent relation to the Amazon 
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(406), except perhaps in the puffs along the lower 
edges, and there are no parallels elsewhere for the fussy 
effect created by cutting across the folds in the lower 
part of the chiton. It 15 massive, opaque material that 
wraps the entire figure in contrasting swirls, obscuring 
its movement. "The conclusion that another hand 15 at 
work here is confirmed by the different treatment of 
the groundline. 


411. Inv. 129. Plate 63d. 
B-B, p. 160, fig. 118. 


Two oriental warriors form an X іп the center of 
this panel. In (409-410) one of the figures moved 
either into or out of the background: here the figures 
rather turn their backs on each other. Тһе extreme 
linearity of the drapery, as well as the type of ground- 
line, would indicate that the panel was the work of the 
sculptor of (410). А relationship to (409) can be 
seen, however, in the drapery over the legs of the right- 
hand figures of both panels. 


412. Inv. 128. 
B-B, pp. 194-196, fig. 177. 


Though Bernabó-Brea separated this relief from the 
series, on stylistic grounds, it would certainly appear 
to belong to it. Clearly the compositional principle 15 
somewhat different from that of the series (409-411). 
There 1s one figure instead of two and the background, 
as Bernabó-Brea observes, is emptier; but this single 
figure, in fact, would have formed an X with his body 
and the spears he carried. 

The linear conception of the anatomy and the harshly 
geometrical drapery are the same. The relief should 
be assigned to the sculptor of (409) on the basis of the 
similarities in both the drapery and anatomy. Com- 
pare, for example, the bony knees and the exaggerated 
muscles around them, and the chlamys whose relatively 
simplified linearity is like that of the exomis of (409). 
If the attribution is correct then perhaps this panel 
would have been located to the left of (409), providing 
an opponent for the warrior with the sword. The 
surviving metopes it would appear, then, were evenly 
divided between two sculptors. 


413. Basel, Art Market (1972). 
C (1972), p. 18, fig. 46. 


Н. 26.4, W. 34.3 D. 8. A torso of a warrior in high 
relief. He rests on his right knee and leans to his left 
on a long, rectangular shield with vertical umbo. Тһе 
foreshortened left leg is bent under him; the right, now 
missing, was extended to his right. His head, also 


Plate 64a-b. 


59 Bernabó-Brea, p. 160, identifies the figures as Persians. 
Their function is purely decorative here and there is no indica- 
tion that a battle of Greeks or Macedonians and Persians was 
ever represented in Tarentine relief. Тһе costume is indis- 
tinguishable from that of the Amazons. С}. (346-348). (166) 
is a unique and isolated example of an oriental who is related to 
the mainstream of the iconographical tradition in early Hellen- 
Istic art. 
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entirely missing (there are strands of long hair on the 
shoulder), looked toward an opponent coming from his 
right, and his sword was cocked behind his head to 
strike at him.  Preserved in low relief against the 
shield, it was ап unusually short sword. Тһе left arm 
was hidden by the shield. Protruding from the forward 
edge of the shield is a heavy, empty scabbard. He 
wears a short tunic, belted at the waist by a distinctive 
interlocking clasp, comparable in ornateness to that of 
(36). | 

The ground has been rendered naturalistically. There 
is no artificial lower border for the relief. Тһе distinc- 
tive shield, sword, belt, and short tunic are clearly an 
attempt to represent a particular race of warrior, one 
not previously encountered on the reliefs. Не corre- 
sponds well with what is known of the Samnite 
warrlor.9? 

The strongly diagonal composition, the realistic ren- 
dering of the groundline, and the elaborate attempt to 
give the figure an ethnic identity are all points which 
this fragmentary relief shares with the metopes (409- 
412). On the whole, however, the anatomy of the 
kneeling warrior is more naturalistic. His left knee 
and thigh are accurately modeled, not desiccated or 
abstractly linear. “These muscular, rounded forms re- 
semble those of Group K, as does the simpler, more 
three-dimensional drapery. Compare, for example, the 
bearded barbarian chieftain (203). “This relief is evi- 
dence for an interaction between sculptors of the two 
groups. 


414. Basel, Art Market (1972). Plate 64c. 
C (1972), p. 15, fig. 41. 


Н. 17.1, W. 17.8, D. 67. А section of relief with 
three bare legs and feet, belonging to a seated and a 
standing figure. Тһе crossed legs of the seated figure, 
which are nearly in-the-round, rest on the flat upper 
surface of a plain border. 'The background of the re- 
lief was represented as a rocky hillside on which the one 
figure sat, and the second stood. His foot is raised on 
a rock ledge, slightly below the knee level of the 
seated figure. “This treatment of the background and 
placing of figures on different levels is not paralleled 
elsewhere on Ше reliefs. Тһе landscape suggests а 


$0 See the description Livy 9.40, 1-4, which has been dated 
(to 293 в.с.) and commented on by E. T. Salmon, Samnium 
and the Samnites (Cambridge, 1967), рр. 109 ff. The short 
tunic which just covers the thighs, and looks like an apron, 
із a feature of the Samnite costume. Cf. also Trendall In- 
digeni, fig. 54, and Couissin, “Guerriers—samnites,” p. 263. 
Тһе belt is the elaborate Italic type with clasps, cf. D. Rebuffat- 


Emmanuel, “Ceinturons Italiques" MEFR 74 (1962): pp. 353 
ff., p. 354, fig. 3. The shield is the same shape as that which 
was traditionally known as Samnite, though adopted by the 
Romans, Couissin, ibid., p. 260 ff. 

61 Бог a strikingly similar composition, slender legs against 
a background rendered as rocks, compare a coffer relief from 
the Temple of Athena Polias at Priene, British Museum 
register no. 70.3-20.164. A. Fürtwangler, AZ 39 (1881): pp. 
306 ff. 
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scene like that of (75) ог (76)--а scene beside Ше 
tomb, or a conversation among heroes іп Elysion. 

The proportions of the slender, bony legs are those 
of the figures of the large metope (409). "This and the 
extensive use of landscape indicate that the reliefs be- 
long to Group T. 


415. Taranto, Private Collection (1937). 
K, p. 17, pl. 15, no. 77. 


Fragmentary relief with two slender figures, their 
left and right legs crossed as in the metopes (409-412). 
One wears a short chiton which does not resemble any 
of Ше drapery on Ше metopes. Despite similarities in 
the proportions of the figures and the composition, a 
different sculptor was at work here. 


416. Inv. 71. 
B-B, p. 180, fig. 156. 


Again, the X-composition in a metope of Amazon 
battling Greek. Тһе Amazon has her back to the 
spectator. Нег short chiton is composed of a number 
of small parallel folds, somewhat like those of (404), 
but her extremely slender legs and slightly rubbery 
stance are closer to (415). 


417. Inv. 16. 
B-B, p. 181, fig. 157. 


A very small fragment of relief, with the frontal 
torso of an Amazon and of a Greek (only the pteryges 
and part of the left leg which crosses behind that of the 
Amazon remain), belongs in this group. It is the work 
of an unambitious sculptor. 


418. Inv. 17092. 
B-B, p. 181, fig. 158. 


Preserved in this fragment are the legs of a nude 
Greek, and the left lower leg of an Amazon (?). The 
relief may be unfinished, but in any case the quality 
of the work, as far as it has gone, is at the level оі 


(417). 


419. Inv. 17097. 
B-B, p. 181, fig. 159. 


The legs of an Amazon (?) emerging from a section 
of relief only slightly larger, are covered with drapery 
which has much in common with the hard linearity of 
(411). Compare the lower edge of the chiton with that 
of the oriental warrior on the right. 


420. Inv. 17099. 
B-B, p. 150, fig. 109. 


The developed, but unexaggerated anatomy of this 
fragment of a cuirassed warrior is related to that of 
(404). 'The edge of the short chiton resembles that 
of the exomis in (409), but with so little preserved, a 
specific attribution, inside Group T is impossible. 
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B-B, p. 182, fig. 161. 
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Two sloping sections of a small pedimental relief 
teature a Greek and an Amazon, facing each other and 
separated by a wide space. Тһе proportions of the 
figures and the abstract appearance of the anatomy 
(note especially the Amazon's calf) bring the reliefs 
into the sphere of the sculptor of (409). It 15 not 
difficult to see a relationship also between this drapery 
and the short chiton of (415). 


GROUP U. Before 250 B.C. 


422—423, 'Tomb 30, before 250 z.c. 
422. Inv. 119143. Plate 65a-c. 


H. 15.2, W. 10.2. A short sleeveless chiton with 
overfold partialy covers this female torso (an ap- 
pliqué). It has slipped off her right breast, but has 
been caught just below the shoulder. Тһе arm, now 
mostly missing, was bent at the elbow and held a 
sword, which can be seen in relief against her flank. 
The other arm, broken at the shoulder, extended up- 
ward. Essentially frontal, the figure's right leg crosses 
over the left in a counter-clockwise torsion. The upper 
part of the body, including the head, was turned in the 
opposite direction. Нег hair fell down the back of her 
neck and over the left shoulder. Тһе movement is 
very close to that of the Dancers (269) of Group N. 
Despite the sword and bared breast, a Maenad rather 
than an Amazon is represented. What was her left 
hand holding ? Perhaps a freshly slain kid, perhaps even 
the head of Pentheus. 

The vigorous but graceful dance movement оі the 
figure suggests immediately a relationship to Group N, 
but the drapery here is completely different. It is both 
simpler and more restricted. Іп this case it reveals 
more, and what is underneath, the contours of the body 
in motion, as well as what is exposed, is treated with a 
sensitivity not at all evident in Group N. For example, 
the Maenad's right shoulder. Тһе major difference, 
however, as well as the defining characteristic of the 
group, is in the way the folds are carved. They are 
straight and slashing, but instead of cutting across the 
direction of movement, as in Group N, they follow it. 
In the case of the Maenad's legs, they emphasize the 
twisting movement. They are often gouged out, 
rather than carved in relief. Тһе edges invariably come 
to a point and cast sharp shadows. Only at the sides 
where the drapery is not touching flesh, below the 
sword, is there a reminder of the bunches of excess 
material which characterize Group N. 


423. Inv. 119144. Plate 65d. 


H. 19, W. 11.5. 'The head, neck and part of the 
forequarters of a horse in relief. Тһе animal was 
moving to the right and evidently carried a rider. There 
is a fragment of a human arm across the horse's back 
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at Ше base of his mane. Тһе muzzle and ears have 
been broken and the surface of the forehead badly 
damaged. It is probable that the appliqué came from a 
frieze representing a battle between mounted and foot 
soldiers. 

Provisionaly the horse is grouped here because it 
was found together with preceding relief. "There are 
few horses with which to compare him. Не 15 related 
to the mount of (183) in Group J. The powerful neck 
and forequarters, the pronounced hollows above the 
eyes, the bunching of skin at the base of the mane and 
the two or three incisions at the top of the neck are 
clearly points in common. Тһе mane and forelock of 
this horse, however, were perhaps more detailed and 
the head more delicate. “The eyes bulge less. “There 
seems to be more than just a generic relationship here, 
but there is not enough evidence to be more precise 
about it. 


424. Zürich, Art Market (1970). Plate 67a. 
Photo: from Antike Kunst 13 (1970) p. V. 


Н. 24.5. А headless female figure, an appliqué, 
moves swiftly to the left, while twisting in a counter- 
clockwise direction outward to the spectator. Missing 
also are her arms and the lower part of her legs. Her 
chiton, gathered at the waist to form an overfold, does 
not cover the left shoulder and breast. 

In its movement and in the general form of its drap- 
егу the figure greatly resembles (422). Нег chiton, 
like that of (422), has many surfaces which are per- 
haps even more transparent. They, likewise, are broken 
up by numerous narrow folds which have the same 
metallic precision found іп (422). The folds between 
the legs are perfect, unbroken arcs, while those over 
the upper part of the body and in the overtold change 
direction abruptly. “There is а nervousness about it, 
however, which is not so obvious in (422). It should 
be the work of a more careful, if not a more skilled, 
carver of drapery. 


425. Amsterdam, Inv. 1604. 
P, p. 36, pl. 16, no. 75; К, p. 28, по. 146. 


Of very much poorer quality is this little appliqué 
figure. The drapery is sharp-edged and simple, like 
(426) and (431). Compare also (377) of Group R, 
to which it bears a startling resemblance. 


426. Inv. 66. Plate 67b. 
B-B, pp. 176-177, fig. 145; K, p. 31, no. 166. 


A tendency, seen in (425), to simplify the human 
forms and the drapery, along diagonal lines, achieves 
perhaps its fullest expression in this figure of a running 


woman. Тһе outline of her body consists entirely оі 
straight lines Nothing in the drapery relieves this 
severity. It flows back from her bent right leg in 


perfect arcs. “These are balanced by arcs in the op- 
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posite direction forming the himation, which flared out 
on her left side. A striking indication of the geometriciz- 
ing mentality of the sculptor are the superimposed sets 
of triangles—one over the breasts and one between Ше 
breasts and the navel and one from the breasts to the 
groin. Though the subject matter is more nearly that 
of Group O, the sculptor's treatment of the drapery 
folds reveals his connections with Group U. Compare 
those between the figure's legs and the upper edge of 
the Maenad's chiton (422). 


427. Rome, Barrocco, Inv. 150. 
K, p. 27, pl. 23, no. 134; B-B, p. 176. 


For hardness and linearity the drapery of this woman 
is a match for that of the preceding figure. She stands 
and the folds fall straight down, causing the right leg 
to resemble a fluted column. А criss-crossing of folds 
between the breasts forms triangles analogous to those 
of (426). One difference between the figures is the 
frilly end of the himation on the standing woman's right 
side. Compare the right side of the Maenad (422). 
(427) and (426) appear to be the work of the same 
sculptor. 


428. Inv. 102. 
B-B, pp. 177-178, fig. 146. 


Тһе pointed knee and the arcs of parallel, sharp-edged 
folds are evidence enough that this fragment of a 
running woman, who could have been the mirror image 
of (426), is the work of the same sculptor. 


429. Inv. 17087. 
B-B, p. 183, fig. 167. 


The two isolated Maenads of this frieze bear little, 
if any, relation to those of Group S. “Their drapery 
reflects the harsh geometry of (426). Compare espe- 
cially the Maenad on the right. 


430. Inv. 17086. 
K, p. 8, pl. 7, no. 33; B-B, pp. 197-198, fig. 178. 


In a Dionysiac frieze with parts of four Maenads, 
a goat and several trees, the schematization of the 
drapery is comparable to that of (426-428). Behind 
the nearly complete Maenad is a train of parallel arcs 
which, though much less skillfuly handled, is remi- 
niscent of the charioteers from the Mausoleum at Hali- 
karnassos. “The figure herself moves with amazing 
grace, unexpected in work which is otherwise so stilted 
and unnatural. She pivots, in fact, on her own axis, 
like Ше Maenad (422). Another fact which sets this 
frieze off from Group S, and from most other friezes, 
is isolation of its figures in wide spaces. “There are по 
contrasting movements as in Groups N and S. Here 
the figures follow along in a procession to the right, as 
in the battle friezes of Group J. 
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431. Inv. missing. Plate 67c. 
B-B, pp. 62-63, fig. 43. 

A relief which represents Kassandra embracing the 
image of a goddess with polos and brandishing a spear 
has the same straight-edged drapery as (422). Such cor- 
responding details as the short, slashing folds over her 
midsection and the pockets by her flank indicates a 
close relationship between the sculptors. 


432. Inv. missing. 
B-B, p. 176, fig. 144. 


A draped female torso has gouged-out folds similar 
to those of (431), but 15 certainly the work of a less 
skilled hand. It is unusual in that it was found outside 
the city walls. 


433. Inv. 147. 
B-B, pp. 57-59, fig. 36. 


A kneeling Kassandra ( ?) leans against the Palladion 
(?). Represented frontally, her bent and foreshortened 
right knee has been broken off. Нег drapery, thin and 
transparent over the torso and extended left leg, was 
framed by folds having the metallic quality of (424). 
The relation between (431) and (433) is analogous to 
that between (422) and (424). 


434. Inv. missing. Plate 67d. 


Н. 37, W. 17, D. 9. This badly damaged right end 
of a relief 1s surrounded on three sides by a plain, flat 
border. Enframed is the mutilated, frontal figure of a 
nude male warrior in low relief. Missing are the right 
leg, part of his left leg, the left hand, and the end of his 
right arm. His left arm bent at the elbow he held across 
his chest. “The right, also bent at the elbow, projected 
outward from the background and pointed up. The 
head does not retain a single recognizable feature. lt 
was apparently turned slightly to his right. А chlamys 
floats around his upper half. It seems to pass under 
his left arm, around his head, and over his right 
shoulder and under his right forearm. 

The sculptor achieved a remarkable degree of three- 
dimensionality in this low relief by boldly foreshortening 
the figure and his chlamys. Despite the damage, and 
through the heavy encrustation, can be seen the evi- 
dence of an unusually skilled hand, one otherwise un- 
known. Тһе slender proportions and the frontal pose, 
with its contrasting torsions, are paralleled to some ex- 
tent in (422). Тһе sharp-edged drapery is another 
reason for assigning him to Group U. 


435. Inv. 65. 
B-B, p. 61, fig. 40. 


This appliqué upper torso of a female in sleeveless 
chiton with an himation( ?) wrapped around her upper 
left arm was carved by a sculptor whose idea of drapery 


62 In Masseria Annunziatia, together with ribbed Gnathia 
ware (which indicates a date in the first half of the third 
century), in the fill of а chamber tomb.  Bernabó-Brea, p. 
184, n. 21. 
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was a smooth surface with short, deep gouges in it. 
This he shared with the sculptor of (422), though he 
was perhaps less skillful in the execution. 


436-437. Inv. 94, 101. 
B-B, p. 62, fig. 41. 


Two nearly identical fragments of Amazons from the 
waist to the knees, wearing short chitons with sharp- 
edged folds like (435). “They could easily be the work 
of the sculptor of (435). 


438. Milan, Art Market (1963). Plate 68a. 
S, р. 22, pl. 8, no. 10. 


The two girls, one fondling a bird, the other with 
her arm around her companion, perhaps belong to a 
scene of Elysion. Their sleeveless chitons fall stiffly 
over their stocky bodies. The composition has parallels 
in Group R, for example, (363). The sculptor of 
(438), however, avoiding the oblique schemes of Group 
R, chose a more natural grouping. The drapery is 
sharp-edged and closely comparable to that of the three 
preceding reliefs as well as (422). "The folds are, per- 
haps, not so deep, and they seem to curve more freely. 


439. Inv. 472/1490. 
K, p. 29, pl. 24, no. 152. 


A fragmentary torso, probably a Maenad, cradles a 
torch in her left arm. She is best compared to the girl 
on the left (438). 


440. Inv. 56. 
K, p. 29, pl. 24, no. 149; B-B, pp. 191-192, fig. 174. 


Тһе surface is badly worn. Тһе drapery of this fe- 
male torso appears to have fallen in straight parallel 
folds from the right hip. Compare (427) where the 
contrapposto is similarly exaggerated. 


441. Inv. 219. 
B-B, pp. 54—55, fig. 32. 


This figure of a drunken Maenad (?) is also in a 
poor state of preservation, but the transparency of the 
unbelted chiton is evident, especially over the stomach 
and breasts. The folds, both very superficial and sharp- 
edged, are comparable to (424). "Those of the hima- 
tion (?) which loop over the arm, are similarly long 
and coarse and convey the impression of rapid forward 
motion. It is possibly by the same hand as the fleeing 
girl (424). 


442. British Museum.?? Plate 68b-d, 69. 


H. 17, W. 6, D. 5. A slender appliqué figure, in a 
long sleeveless chiton with overfold and a himation cir- 


63 Register of Antiquities, Greek and Roman 4 (June 1888- 
Dec. 1899): register no. 93.3-15.1, p. 98. It was presented 
by J. Reddie Anderson, Esq., and was said to be “from 
Tarentum." The Keeper of Greek and Roman Antiquities, 
Mr. Denys Haynes, generously permitted this first publication 
and Mr. William Cole of the Museum staff was especially 
helpful. 
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cling behind her, strides impressively forward. Нег 
head is gone, though there are traces of the hair on 
both shoulders just over the chiton. То judge from 
the break it faced perhaps slightly to the left. Also 
missing are the right hand, which held the edge of the 
overfold, and the left arm, which was thrust back but 
then probably brought forward. А hole in the front 
of the figure, just above her left thigh, contained a 
dowel (traces of the lead binding still left in the back). 
The broken edges of the drapery by the hole which 
form a flat, diagonally oriented area across her mid- 
section are the evidence that she held something across 
her waist that needed support. It could not have 
been simply her hand, since the drapery on the left side 
would have been in the way. The extended left foot 
has been broken off, along with the lower surface. Тһе 
figure narrows almost to a point at the bottom. А cross 
section through the lowerpart of the figure is a triangle 
with the apex 1n front. 

Neither the drapery nor the pose is typical. The 
scheme of the drapery can be found in (396), (435), 
and (441). Outside of Taras, a Nereid from the 
Nereid monument at Xantnos provides an elegant 
parallel. 'The himation which acts like a chlamys is 
wrapped once around the figure's right forearm and 
then behind her shoulder; it arched up behind her head 
and was re-attached at the back behind her left hip. 
(There is a stub in the back at just the level where the 
drapery was attached on the right side.) This arrange- 
ment, though illogical (what held it there in the back ?) 
freed the left arm to present whatever it was across her 
waist. Тһе chiton is a very loose garment and it 
flutters freely, especially around the waist. “The way 
it billows out there, as if caught in an updraft, heightens 
the effect created by the drapery sweeping back from 
the extended left leg. 

Despite suggestive analogies, the figure cannot be a 
Nike. Nereids in Tarentine art are usually seated on 
the backs of sea creatures, and what would a Nereid 
be holding across her waist? The likeliest possibility 
is a dancing Maenad who like (422) holds a sword, or 
perhaps a thyrsos. The roughly worked back indicates 
surely that the figure was not to be seen from behind, 
but it does not have the usual flat finish of an appliqué. 
The center of the figure for a width of about two centi- 
meters was flat, but the right side, also flat, makes an 
angle of about sixty degrees with it and there is an 
indication that the same happened on the left side of the 
figure. Whatever it was applied to was not flat. Could 
it have been an acroterion? “The folding-back of the 
sides would then have hidden from the viewer—even 
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when he saw it from an angle—the unfinished condi- 
tion of the back.$* 

The proportions of the figure, her movement, and 
especially the treatment of the drapery, suggest a close 
relationship between this figure and the dancing Maenad 
(422). Тһе folds are gouged out with short strokes, 
rather than worked in relief. Distinctive are the short 
curving nicks across the leading edge of the left leg. 
Light shimmers over the surface. Тһе overall effect is 
both more complex and softer than in (422). 

No Tarentine sculpture surpasses this in delicacy or 
expressiveness, The figure is as light and graceful as 
the movement. Тһе drapery, though carved with bold 
strokes very quickly and not elaborated on with second- 
ary finish, never loses variety and interest. 

When seen from the quarter left the figure leans into 
the wind, breasts thrust forward. The sweeping curves 
of the drapery, both below and in the overfold, have the 
power of the Nike of Samothrace. Тһе right three- 
quarters has curiously the same air of immobility and 
indecision which is found also in the Samothracian 
Nike. In front, though, there is a rustle of activity. 
Here the complexity of the figure's movement is evi- 
dent. The shoulders are turned very gently to the 
figure's left, in a counter-clockwise torsion. The hip is 
drawn sharply back in a counter-clockwise motion, while 
the left leg is thrust forward reasserting the importance 
of the left view, evident in the upper torso. The drapery 
in front emphasizes the stability of the figure seen 
frontally; deep folds frame a calm, almost transparent, 
drapery over the figure's abdomen. Though it was 
one of the last and one of the smallest of Tarentine 
limestone sculptures, it stands out as a miniature 
masterpiece. 


64 For the dowel hole cf. a bronze in the British Museum, 
where the function was clearly to secure an object on the 
hgure's hand. H. B. Walters, Select Bronzes, Greek, Roman 
and Etruscan in the Department of Antiquities British Museum 
(London, 1915), pl. 24. For the himation, held behind the 
head, cf. а Nereid from Xanthos, М. Bieber, Entwicklungs- 
geschichte der griechischen Tracht (Berlin, 1934), pl. 24. On 
a late fourth-century Apulian dinos, a Nereid (as all Nereids 
on Apulian vases) sitting on a sea creature holds her himation 
similarly. Sichtermann, p. 38, pl. 74, по. 44. Closer yet is a 
bronze Selene, D.. G. Mitten, S. F. Doeringer, Master Bronzes 
from the Classical World (Mainz 1967), p. 260, pl. 5, and a 
bronze dancer, W. Zschietschmann, Rómische Kunst (Frank- 
furt-am-Main, 1968), рі. 44. Тһе triangular lower part of Ше 
figure is another of the striking similarities between this sculp- 
ture and representations of Nike: the Nike of Samothrace, as 
well as Paionios’s Nike at Olympia. “W. Deonna, Le Nikè de 
Paionios de Mendé et le triangle sacré des monuments figurés, 
Latomus 62 (1968) : p. 18. 
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(1)* 39-25 Nettuno 


Sculpture: 213 (52929), 214-215 (Inv. missing) 

Architecture: Decorative sculpture (lion’s head 
spout in limestone) and íragments perhaps of the 
foundation of a naiskos in sandstone. 

Recovery: 1 Тһе cist grave (tomba a fossa), cut into 
living rock, was disturbed, but the skeleton was clearly 
oriented toward the east. The tomb was full of earth 
and broken pieces of cover slab. Inside were fragments 
of Gnathia and black-glazed pottery. “The great relief 
213 was found inside the tomb in fragments. From 
the tomb and the enlargement of the excavation around 
the tomb came numerous fragments of sculpture, in- 
cluding 214—215, as well as of the architecture of the 
naiskos. 

Contextual Material: A ribbed, black-glazed epichy- 
sis, the mouth of a Gnathia oinochoe with simple line 
and leaf decoration in white, a fragment of a ribbed 
Gnathia plate with red and white leaf decoration, two 
iragments of a ribbed Gnathia skyphos with linear leat 
decoration in white. 

Date: “The same type of carelessly decorated oino- 
choe? has been found together with Fortií's type IV 
unguentarium, as well as her type III and Webster's 
type Kg oinochoe. It lasted, thus, from the period of 
Early Gnathia to that of Late Gnathia? (type IV un- 
guentaria have been found in Tomb 475 of the Lipari 
necropolis, dated by Bernabó-Brea to the period 280- 
250 в.с. and the decades immediately thereafter).* It 
is not, therefore, as useful a chronological indicator as 
the ribbed Спа ма. Gnathia plates begin in the late 
fourth century and continue well into the third.? “This 
is а carelessly decorated example of Webster's type К]. 
The ribbed vases he dates in the Late Gnathia period, 


* Tomb number 1 was found in 1939, on Via Nettuno, and 
numbered 25 on that street. АП tombs in the appendix are 
designated in the abbreviated form. Тһе large number, usually 
six digits in brackets after the catalog number of the sculpture, 
the ceramic material, and architectural fragments, is the in- 
ventory number in the National Museum, Taranto. Unless 
otherwise indicated, the description of the recovery of the tomb 
contents including sculpture has been taken from the excava- 
tion journal (Giornale degli Scavi) of the Museum. Abbrevia- 
tions employed: R-F for Red-Figure, T-C for terra cotta, 
Webster's indicated in the text. 

1 Bernabò-Brea, “Taranto,” pp. 457-461, 
description of the excavation. 

2 Cf. Bernardini, pl. 38, 12. 

3 Forti, pl. 16, а (Tomb 1, Via Doria, Taranto) and pl. 15, 
b (Tomb 5, Via Toscana, Taranto). Webster, “Apulian 
Gnathia,” рр. 10-11. Forti, “Gli unguentari,” рр. 143 ff. for 
the typology of the unguentaria. 

4 Meligunis-Lipára, p. 246, pl. 207, 1. 

5 Forti, p. 87. 


for a thorough 


which he places toward the end of the fourth century 
and in the first half of the third. Forti dates this sky- 
phos shape from the mid-fourth century to the end of 
the first quarter of the third.” It is Webster's КС 
type. “The ceramic material is fairly extensive, and it 
all indicates a date near the beginning of the third 
century B.C. for the burial. “There is no indication of 
another; earlier or later, pottery and sculpture were 
mixed together in the earth inside the tomb. It will be 
assumed that the sculpture belonged to a monument, 
which stood over the tomb and fell down into it when 
the area was disturbed. Since it is unlikely that the 
building was constructed much after the burial of the 
person it was to commemorate, the date of burial gives 
an approximate date for the sculpture, about 275 в.с., 
with a margin of error of perhaps twenty years.? 


(2) 39-Chamber Tomb 50, Leonida.!? 


Sculpture: 277 (Inv. missing) and fragments of a 
marble sculpture of an over-life-sized male figure. 

Architecture: Fragments of the naiskos structure in 
"tufo" and decorative elements (lion's head spout, 
abacus of capital) in limestone. Fragmentary corner of 
a geison in marble with Lesbian cyma (leaves painted 
blue on red ground). 

Recovery: The large chamber tomb was originally 
probably two separate ones. А dividing wall was 
knocked down and a cist grave added. (It has not been 
possible to determine in what order these alterations 
were made.) Тһе only remains of a burial were found 
in the cist. The fragments of the naiskos, including a 
T-C antefix, came out of the earth which filled the en- 
tire chamber. 

Contextual Material: Ribbed Gnathia plate with red 
and white leaf decoration, gilded bronze leaves and 
gilded T-C pendants of a funeral crown, golden threads, 
a silver ring, a T-C antefix with “Perseus” head. 

Date: The Gnathia plate could belong to the late 
fourth or first half of the third century. (It has not 
been documented photographically; no classification on 
the basis of Bernabo-Brea’s description will be at- 
tempted.) If the cist belongs to the period of the final 
amplification of the tomb it may well have contained 


6 Webster, “Apulian Gnathia,” рр. 1, 3-4, 33. 

7 Forti, p. 74. 

8 Webster, “Apulian Gnathia," p. 30. 
and 6 (hemispherical cups). 

9 Bernabo-Brea, “Taranto,” p. 459, dates the tomb and con- 
tents to the last decades of the fourth century. His argument 
is based on stylistic comparisons of the sculpture. 

10 Bernabo-Brea, “Taranto,” pp. 469-470, for a fuller descrip- 
tion of the excavation. 


Bernardini, pl. 21, 5 
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опе of Ше latest burials in the complex, and its date 
should serve as a terminus ante quem for any commem- 
orative building erected over the chamber. The antefix, 
which undoubtedly came from the naiskos building, gives 
a more precise indication of its date. Orlandini dates a 
very similar one found at Gela to the last decade of the 
fourth or first twenty years of the third century. His 
example would appear to belong to the end of the series 
and should therefore provide a terminus ante quem for 
the naiskos. It must have been built before 280 в.с. 
and, it would seem safe to assume, аПег about 325 
вс.“ 


(3) 54-14 Umbria (Istituto Мапа Ausiliatrice) 


Sculpture: 36 (100392), fragments of a female figure 
and а base, in limestone (100379-380). 


(4) 54-16 Umbria (Istituto Maria Ausiliatrice) 


Sculpture: 357 (100470), 269-273 (100472-100476, 
100471); fragments, arms and legs, of two арргох!- 
mately life-sized figures in marble (100487-492). 

Architecture: Fragment of а column base in lime- 
stone, 100477. 

Contextural Material: Piriform unguentarium (100- 
488); small black-glazed pourer with incised design; 
R-F lekanis lid (100485), Plate 71d; lekanis lid with 
white scroll design (100484), Plate 71a; lekythos with 
hatched design, Plate 71c; two T-C figurines (100499- 
500); small pelike; unglazed patera (100486); black- 
glazed, ribbed bombylios (100479), Plate 71b; un- 
glazed hydria (100478). 

Date: Тһе R-F lekanis lid is of very poor quality, 
comparable with that found in Tomb 66-3 Romagna. 
It and the white scroll lid have parallels in the Lipari 
necropolis," in tombs dated, by Bernabò-Brea, to the 
period 335-310 в.с. The scrolls are not unlike Webster's 
Naples Harp Group B NHB (Webster)? The 





11 Bernabo-Brea, “Taranto” p. 477, fig. 44. There are many 
published parallels. The closest is an antefix in Heidelberg, 
С. Laviosa, “Le antefisse fittili di Taranto," Arch СІ 6 (1954): 
pl. 74, 2. She considers it to be of the Hellenistic period. The 
dates of most of these antefixes are not derived from an 
archaeological context but from stylistic considerations. Hig- 
gins, BMTCC, nos. 1331-1334, 1363, puts his groups of parallels 
in the early and mid-fourth century. The only excavated 
parallel has been dated by Orlandini “probably not earlier than 
310 в.с. and certainly not later than 282 в.с.” Orlandini, рр. 
160 ff., pl. 62, 1. This and ВМТСС, по. 1331 are nearly 
identical. How long did the type, which shows little variation, 
last? Perhaps a generation? If examples of the type become 
gradually flatter, less vivid, and attention-catching, then the 
ones from this tomb and Heidelberg belong near the beginning, 
while those of the British Museum and Gela belong near the 
end of the development. А date in the last quarter of the 
fourth century B.C. seems likely for the one from this tomb. 

The head has been identified as Omphale, Herakles, Bendis, 
Artemis, and Medusa. Orlandini, p. 161, following a sugges- 
tion of Langlotz, argues convincingly for "Perseus." 

12 Meligunis-Lipára, Tombs 340 and 413 respectively, pp. 231 
and 232, pls. 121, 1, 3 and 119, 2. 
13 Bernardini, pl. 5, 3 (5). 

14. 


Webster, “Apulian Gnathia," р. 
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lekythos with hatchwork decoration has an imitator 
in a Lipari tomb of the same period."  Trendall 
dates an example of much poorer quality to the early 
third century.!? The unguentarium is Forti's type III-IV 
transitional, which can be dated in the late fourth or 
early third century.!" А black-glazed pourer was found 
also in the Lipari necropolis in a tomb of the period 
310-280 в.с!" The little pelike has NHB pendants 
like some of the bigger pelikai in RA, so it could 
be put Шеге.18 Compare the terra cotta dancer (100- 
500) to a figure dated by Langlotz to the end of 
the fourth century." The other (100499), a seated 
nude female figure, wearing only diadem and ear- 
rings, may be an oriental Aphrodite or a hierodoulos.”" 
The contextual material apparently forms a single 
group. А number of the vases date to the last decade 
of the fourth century or the first two decades of the 
third. Тһе two lekanides, as well as resemblances to 
NHB, serve to push the date for the burial up toward 
the last years of the fourth century. А date for the 
building in the period 310-290 в.с. allows for the spread 
in the dates of the contextual material. 


(5) 55-3 Dante 
Sculpture: 247 (100823) 

(6) 55 Well 142, Piazzale Sardegna 
Sculpture: 39 (101118) 

(7) 55-12 Umbria 
Sculpture: 105 (101182) 


Architecture: Sandstone fragments of a naiskos; 
base with acanthus leaves (101189). 

Contextual Material: “Black-glaze ware, numerous 
fusiform unguentaria, and a fragment of Gnathia ware 
without red paint." 

Date: 'The only information available on the con- 
textual material is the brief verbal description quoted 
above. Gnathia ware and fusiform unguentaria are 
found together in tombs dating after 300 B.C., e.g., 
Tomb 24, but not much after. It is safe to assume a 
terminus ante quem for the building of about 250 в.с., 


14 Meligunis-Lipára, Tomb 451, pl. 118, 5. 

15 VIE, p. 217, pl. 57, 1, Z 41. 

16 Forti, pl. 14, b ( Tomb 6. Via Emilia, Taranto). 

17 Meligunis-Lipára, Tomb 407, p. 229, pl. 90, 4. 

18 Cf. Bernardini, pl. 34, 2. Webster, "Apulian Gnathia," p. 
24. 

19 T anglotz, pl. 141. 

20 S. Mollard-Besques, Catalogue raisonné des figurines et 
reliefs en terrecuite grecs et romains 2 (Paris 1963): pp. 11 
ff. D. B. Thompson, Troy, the Terracotta Figurines of the 
Hellenistic Period (Princeton 1963), р. 90. “This type, not 
common in the west, is represented by a number of examples 
from Taras. Mollard-Besques, ibid., 1 Paris (1954), p. 124; 
М. Breitenstein, Catalogue of Terracottas, Сурпок, Greek, 
Etrusco-Italic and Roman (Copenhagen, 1941), p. 45, no. 402, 
pl. 49. 
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since Gnathia ware is not commonly found after that 
date. 


(8) 55-16 Umbria 


Sculpture: 290 (101257), 336 (101256), fragment 
of base with vertical support (101258). 

Recovery: The cist grave was full of earth and the 
objects were scattered around іп it. 

Contextual Material: Two fragments of Gnathia— 
one has a large leaf pattern in white, and the other 1s a 
hydria neck with an egg and tongue and a pendant 
design. 

Date: The fragment of Gnathia plate is decorated 
with a large white leaf and dot pattern similar to that 
found on Apulian R-F vases of the last decades of the 
fourth century в.с.22 The neck has a decoration com- 
parable to Webster’s Kd type. A vase with similar 
decoration was found together with R-F vases, dated 
by Forti about 350 в.с., іп a tomb in Taranto.” She, 
however, dated the R-F too high (Trendall). Тһе 
design shows signs of hasty execution and should be 
placed at the end of the Kd group. The juxtaposition 
of sculpture and pottery makes it fairly certain that the 
naiskos was associated with the burial and dated with 
it about 325 в.с. 


(9) 55-Area, Piazzale Sardegna 
Sculpture: 53 (102502-102503) 


Architecture: “Tufo” fragments of а naiskos. 
Recovery: 'The material was not found in the con- 
text of a tomb. It was near the present ground level. 


(10) 56-Well, Piazza Acanfora 
Sculpture: 82 (102771), 403 (102773) 


Architecture: Fragmentary capital in 


(102772). 

(11) 56-Well 1, Crispi 
Sculpture: 17 (102883) 

(12) 56-3 Giovane 
Sculpture: 356 (102935) 


Recovery: 'The cist grave was found without its 
cover. Mixed in the earth inside were pieces of lime- 
stone, including the sculpture. 

Contextual Material: Fragments of Gnathia plates 
(102936). 

Date: Тһе plates should be classified as carefully 
decorated К] types. “There is some variety in the 
center, outer border, and middle ring decoration. “The 
best preserved center is a geometrical rosette. On the 
rims are the large white leaf and dot, the very common 
red and white bead, and a combination of red and white 


limestone 


21 Webster, “Apulian Gnathia,” p. 4, says that good Gnathia 
is not found after 270 в.с. Тһе study by Forti, pp. 50 ff., indi- 
cates that poor Gnathia lasted longer. 

22 Cf. VIE, p. 141, pl. 37 h, V 65. 

23 Forti, pp. 38 ff., pl. 6 (Tomb 1, Via G. Giovane, Taranto). 
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leaf and daisy. In the middle band of one of the plates 
is a white spiral scroll pattern. Its high quality indi- 
cates that the pottery belongs early in the third cen- 
tury. If the fragments of a sculpture found inside the 
tomb did decorate the building that stood over it, then 
they should be contemporaneous with the burial in the 
early third century, in all probability the period 300- 
260 в.с. 


(13) 56-1 Umbria 
Sculpture: 401-402 (105789-105790) 


Architecture: Ionic capital in sandstone, partially 
covered with white stucco, Inv. 105788. 

Recovery: Тһе cist grave had a broken lid and 
clearly had been disturbed. All the material was found 
in the tomb. 


(14) 56-Chamber Tomb, Di Bello Property 


Sculpture: 404-407 (106250-106251, 106249, 106- 
252), fragment of a relief with hand on a bow (106- 
254). 

Architecture: Lion's head spout in limestone (106- 
255) ; decorative elements in limestone (106253), Plate 
62e. 

Contextual Material: Centers of Gnathia plates with 
designs of birds and flowers in white and radiating in- 
cised decoration; black-glazed oinochoe, (106257) 
plate 7le; lekythos of conical form imitating alabaster 
(106256), Plate 71е. 

Date: Ribbed Gnathia plates with red and white 
leaf decoration are often found together with type IV 
unguentaria, e.g., Tomb 24. These belong to Webster’s 
RJ Late Gnathia. The painting in the centers of the 
plates 1s hasty. One combines RJ and RI red and 
white (Webster). The small half glazed oinochoe is 
late. The burial belongs late in the first quarter of 
the third century. The naiskos should date about 280 
В.С. 


(15) 58-22 Umbria 


Sculpture: 93 (110072), 279 (110073); part ої а 
shod foot resting on ground (110075). 

Architecture: Fragments of capital(s) in limestone 
(110074). 

Recovery: Тһе vases were found in the four holes 
for a wooden coffin in the cist grave. 

Contextual Material: К-Е pyxis (110066), Plate 
7lg; squat black-glazed, ribbed lekythos (110067), 
Plate 711; three gilded T-C appliqués, which represent 
an archer, a griffon, and a leopard (110056-58), Plate 
71h; black-glazed cup (110069); bombylios, red 
(110068). 

Date: The R-F pyxis should be dated in Ше period 
335-310 в.с.24 It is by the same hand as Oslo OK 6226 





24 Meligunis-Lipara, ТотЬ 118, pl. 123, 1-2. Cf. VIE, г. 
112, pl. 31, e, V 17, which Trendall dates to the third quarter 
of the fourth century. Ап example without white overpainting, 
p. 143, pl. 38, g, Z 6, he dates to the last decades of the century. 


106 


(Webster). The squat lekythos is identical to one 
in a tomb іп Taranto belonging to the last decades of 
the fourth century B.c. Тһе gilded T-C figures are 
found generally in tombs of this date. The T-C fig- 
urines are associated with the coffin. They could not 
antedate the burial by much. А date about 325 в.с. 
is indicated for the burial and the sculpture. 


(16) 58-Chamber Tomb 23, Umbria 


Sculpture: 14 (110108), 70 (110109); small frag- 
ments of relief in limestone (110110-114) ; fragments of 
a life-sized figure of a woman in marble (110122-124). 

Architecture: Base of ап acroterion in limestone 
(110115) ; fragments of the naiskos in sandstone, stuc- 
coed and painted, with a Doric molding, and a rosette 
molding in alternating red and blue elements (110116, 
110118-119); fragment of tympanum іп sandstone 


(110117); stuccoed fluted column іп sandstone 
(110120). 
Excavation: The tomb was badly preserved. It 


seemed to the excavator to have been robbed in antiq- 
uity. Оп the funeral bed, however, was one gold 
earring. 

Contextual Material: Gnathia lekythos with woman's 
head and tendrils іп white, (110126); lekythos with 


25 A. Cambitaglou, “Groups of Apulian Red-Figured Vases 
decorated with Heads of Women or of Nike," JHS 74 (1954): 
р. 117, pl. 7 6. 

26 Forti, pl. 14, b. (Tomb 6, Via Emilia, Taranto). In the 
tomb was a R-F oinochoe, perhaps by the same hand as a 
pelike, VIE, p. 170, pl. 44, і, Y 7, which Trendall dates to the 
last decades of the century. 

2т The dating of the T-C appliqués—they were applied to 
wooden sarcophagi and gilded—is of some interest, since icono- 
graphically and, to some degree, stylistically, they are related 
to the limestone sculptures of Taranto. They have been found 
in Taranto, south Russia, and Alexandria. Naturally, for the 
chronological problems being considered in this appendix, those 
found in the tombs of Taranto are of the greatest interest. The 
appliqués have been found in tombs together with Gnathia 
pottery. А tomb between Via Crispi and Via Minniti (Con- 
trada Corti Vecchie) contained a similar griffon and one of 
Forti's type III-IV transitional unguentaria, as well as a typi- 
cal late fourth/early third-century Gnathia oinochoe, Lullies, 
рр. 26-27, pl. 22, 1-13. Another from Contrada Tesoro 
was found with Middle Gnathia oinochoe with comic mask. 
The tomb should be dated just before 320 B.c., Lullies, tbid., 
pp. 21-23, pl. 16. Cf. also a tomb published by Bernabó-Brea, 
“Taranto,” pp. 453-456, fig. 29 (Tomb 23, Via Nettuno), which 
he dates to the end of the fourth or beginning of the third 
century B.C. 

К. Schefold, Meisterwerke griechischer Kunst (Basel 1960), 
pp. 93-94, 266, no. 354, using the analogous representations on 
R-F vases of the mid-fourth century (cf. Lullies, ibid., рі. 35, 
2), dates the appliqués earlier—to the third quarter of the 
fourth century. His dating of a Tarentine relief, (ibid., p. 272, 
no. 368) is at least a hundred years too late, and hence a 
margin of error should be allowed in his dating of the T-C 
appliqués. 

General comparisons with Greek art of the period can be 
found for the appliqués, for example, the animals of the Alex- 
ander sarcophagus, the Pella mosaics, and Ше Alexandrian 
mosaics (Lullies, ibid., pl. 37), but they hardly form a reliable 
chronological basis for this artisan's production. 
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hatched design (110098) ; Gnathia oinochoe with white 
and red cluster and incised design around the neck 
(110087) ; two plates with large white leaf pattern and 
radiating incised design (110080); R-F lekanis lid 
(110086) ; R-F squat lekythos; T-C plaque with low 
relief design of a winged figure with its arm around a 
female figure beside a Doric column (110125); black- 
glazed pourer; Gnathia oinochoe with simple leaf and 
tendril design in white. 

Date: The Gnathia lekythos may belong to the 
Stockport Group, but also has a strong affinity with 
Green's Group of Dunedin E 48.294.28 Тһе florals are 
Stockport with the typical buds and the lady is Stock- 
port too (Webster). In any event, it 1s surely Middle 
Спа ма, which Green dates 340—315 B.c. The oinochoe 
with incised decoration belongs with the NHD, also 
Middle Gnathia, and more particularly with Green's 
sidewinder (Webster). In this period belong also the 
R-F lekanis lid and squat lekythos, by the same hand, 
which is probably the one that painted the pyxis in 
Tomb 15. “They should therefore be dated about 330 
B.C. Trendall groups them with others which he also 
dates to ca. 330 в.с. One of the Gnathia plates 15 
close to NHB, dated by Webster early in the second 
half of the fourth century.?? 

Forming another chronological group are the hatched 
lekythos,* similar to one found in Tomb 3, which 
has been dated to the first quarter of the third century; 
and the two Gnathia plates with the large white leaf 
pattern. “These plates аге К) types of inferior quality. 
The Gnathia oinochoe and black-glazed pourer, like 
one in Tomb 4, are contemporaneous and should be 
dated 1n the first quarter of the third century. 

It is suggested that in this tomb there were two 
burials separated by a generation, the first about 325 
B.C. and the second about 280 в.с. Тһе second burial 
was considerably poorer than the first. It can be said 
with certainty that the sculpture and architecture can- 
not postdate the second, but a monumental building 
would logically be associated with the first, 


(17) 58-26 Umbria 


Sculpture: 288 (110155); small fragment of relief 
with traces of drapery, (110556); fragment of frieze 
with flowers (110554). 


?8 Cf. Green, p. 44, pl. 9, c-d. 

29 Green, р. 50, по. 23. 

зо Webster, “Apulian Gnathia," p. 3, 19. Cf. Bernardini, pl. 
38, 9. 

31 Ап identical one was found in a tomb in Metaponto 
together with coins datable to the end of the fourth century. 
Lo Porto, “Metaponto,” pp. 206-207. 

32A black-glazed, ribbed pourer (orciolo) was found in a 
tomb in Metaponto together with a R-F lepaste of a common 
late type. The tomb is dated to the last twenty years of the 
fourth century by Lo Porto, “Metaponto,” pp. 194-195 (Tomb 
7). 
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Architecture: “Two fragments of а pediment of a 
naiskos in sandstone (110159); base of a column in 
limestone (110153) ; floral decoration (110157). 

Contextural Material: R-F lekanis lid (110166); 
mouth of an oinochoe with incised design; center of 
Gnathia plate with white flower and radiating incised 
lines; rim of Gnathia plate with large white leaf pat- 
tern; part of an antefix (110158). 

Date: The lekanis lid is probably by the same hand аз 
a vase in the Vatican.?? The palmettes with two white 
dots and the rosette on top, are identical. Trendall 
dates the painter in the last decades of the fourth cen- 
tury. The oinochoe mouth is comparable to the one 
from Tomb 16. It lacks the painted decoration, so it 
cannot be said to belong to the Naples Harp Group, 
but from the shape and the high quality of the glaze 
it appears to be good Middle Gnathia. 

The Gnathia plates are R-J type, but of somewhat 
higher quality than those of Tomb 16. The large 
white leaf decoration with dots, as noted before, 
can be dated in the fourth century. Though the cer- 
amic material may have a spread in date of a score of 
years, a single burial about 310 в.с. will be postulated. 
To this date, also, the naiskos and its sculpture should 
be assigned. 


(18) 58-3 Bellini (now Maturi) 


Sculpture: 136 (110380) 

Architecture: Tarentine-Corinthian capital in lime- 
stone (110382) ; fragment of a cornice in the same ma- 
terial (110384). 

Recovery: 'The tomb, a type with the cist below a 
larger one (tomba a contrafossa), was without its 
cover. It was full of earth and fragments of the cover 
slabs. Тһе fragments in limestone were found scattered 
in the earth fill inside. 

Contextual Material: R-F oinochoe (110378) ; R-F 
squat lekythos (110379); T-C plaque with tongue- 
and-dart molding above and griffons and rosettes below 
(110381). 

Date: 'The painter of the squat lekythos is certainly 
related to the painter of the lekanis lid of Tomb 17. 
A vase in the Vatican similar to the oinochoe, but less 
crude, Trendall dates in the last thirty years of the 
fourth century.?* The general type he dates from 340 в.с. 
downwards  (Trendall). A date for the burial and 
for the sculpture and architecture of about 320 в.с. is 
indicated. 


(19) 58-6 Bellini (now Maturi) 
Sculpture: 147 (110430) 


Architecture: Fragmentary capital and column base 


33 VIE, рр. 161, pl. 42, ከ. Y 10. С}. a vase from Tomb 
240 of the Lipari necropolis, Meligunis-Lipára, p. 231, pl. 122, 6, 
dated 335-310 в.с. This large and increasing group should be 
dated са. 330-320 в.с. (Trendall). 

34 VIE, p. 169, pl. 44, h, Y 13. Cf. also the oinochoe from 
Tomb 6, Via Emilia, Forti, pl. 14, b, which has the same half- 
closed eyes and space fillers. Perhaps it is by the same hand. 


DATING THE SCULPTURE 


107 


of the Tarentine-Corinthian type (110433-434) ; frag- 
mentary ceiling coffers with large roses and beaded 
moldings (110431-432, 110435) ; section of architrave 
with dentil frieze (110436); fragments of another base 
(110428-429), all in limestone; two pieces of fluted 
column in sandstone. 

Recovery: The cist grave had its cover of sandstone 
intact. Outside at the level of the grave were found 
the capital, coffers, and pieces of fluted column. Inside 
the grave were the other architectural fragments in 
limestone, the reliefs, and the vases. 

Contextual Material: Gnathia oinochoe with white 
cluster and tongue-and-dart decoration (110425), Plate 
72a; a lidless lekanis, Gnathia with white spray de- 
sign (110424), Plate 72a. 

Date: 'The bowl of the lekanis has the same kind of 
decoration as Webster's RG type.?? Тһе oinochoe is а 
variety common to the last years of the fourth and first 
half of the third century. It is degenerate NH. Тһе 
burial dates early in the third century, about 290 в.с. 
The fact that some of the naiskos was found inside the 
tomb and some outside indicates that the tomb was 
probably robbed in ancient times. It was the custom 
for robbers to put the cover back carefully.?? “The 
naiskos, with its sculpture, will be dated with one docu- 
mented burial, about 290 B.c. 


(20) 58-8 Bellini (Maturi) 


Sculpture: 382 (110555); fragment of relief with 
male arm resting on the drapery of a female form 
(110556). 

Excavation: The cist grave’s lid was missing; it was 
full of earth and the material was all inside. 

Contextual Material: Rim of Gnathia plate with 
large white leaf pattern (110558); edge of Gnathia 
skyphos with white decoration ሪጋ two piriform 
unguentaria (110557). 

Date: This burial consisted of a large piriform un- 
guentarium (Forti's type III-IV transitional) and a 
small опе. Both сап be dated on analogy with material 
from Gela to 310-282 s.c. Тһе skyphos rim has а 
decoration similar to that of the lekanis from Tomb 
19, dated in the early third century B.c. The "metal" 
handle is painted in white (cf. NHD). The dotted 
spray may be very degenerate Kg ivy (Webster). 
The large white leaf and dot on the plate, as noted 
often above, 15 common to the end of the fourth and 
beginning of the third centuries. Тһе tomb, though 
missing its lid, contained pottery of similar date. There 
is no reason to doubt that the sculpture found in it 
belonged to the naiskos that stood over the tomb and 
eventually collapsed into it. A date early in the third 


35 Cf. Bernardini, pl. 21, 5. Orlandini has found one а! 
Gela which he dates between 300 and 282 B.c., Orlandini, р. 167, 
pl. 73, 1. 

36 О, Quagliati, 


“Terracotte di corredo funebre," Japigia, 
1931, p. 2. 
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century, 300-280 в.с., will therefore be assigned to Ше 
sculpture. 


(21) 58-11 Dante 


Sculpture: 2 (110689) 
Architecture: Limestone capital of Tarentine-Cor- 
inthian type with a siren between the volutes (110690). 


(22) 58 Chamber Tomb 3, Vaccarella 


Sculpture: 16 (111420), a fragment of relief with a 
lion's paw and some drapery, and another of undeter- 
mined subject (111418-419). 

Architecture: Column bases with Doric moldings in 
limestone (111415-416) ; section of molding with Les- 
bian cyma and painted decoration on its smooth under- 
side (111417) ; and section of entablature (?) with 
triglyph, also in limestone (111439). 

Recovery: “The chamber tomb had been robbed. The 
dromos with seven stairs was the “find spot" of frag- 
ments in limestone. Others were found inside near one 
of Ше funerary beds. Тһе rest of the material was 
scattered around inside the tomb chamber. 

Contextual Material: Piriform unguentarium (111- 
422) ; Gnathia oinochoe with white vine-leaf decoration 
around the neck; antefix with "Perseus" head (111- 
437). 

Date: The large, well-made piriform unguentarium 
is Forti's type III-IV transitional. In another tomb 
in Taranto, an nearly identical one was found together 
with a R-F oinochoe, which gives it a date in the last 
thirty years of the fourth century. Тһе small oino- 
choe does not help to make the dating of the burial any 
more secure. It is a type which seems to have a long 
vogue. It is found in two tombs in Taranto which are 
separated probably by as much as fifty years." 

А date for the burial in the last quarter of the fourth 
century seems likely. Тһе naiskos will also be dated 
325-300 B.C. 


(23) 58-Chamber Tomb, Tirrenia 


Sculpture: 142 (112485) 

Recovery: The cover of the chamber tomb was 
missing. It was full of earth. Тһе limestone relief 
came from the lowest part of the tomb. 

Contextual Material: 'Two Gnathia oinochoai with 
white cluster decoration around the neck (112477, 
112480); a piriform unguentarium (112482); а sky- 
phoid сар (112481). 

Date: Тһе skyphoid cup 15 a Middle Gnathia shape. 
Though it is not ribbed, the fruited ivy decoration 


37 Orlandini, p. 162, pl. 64, 1, and p. 168, pl. 73, 2. Forti, pl. 
14, b (Tomb 6, Via Emilia, Taranto). 

38 Forti, pl. 15, b (Tomb 5, Via Toscana, Taranto) and 16, а 
(Tomb 1, Via Doria, Taranto). The Via Doria tomb should be 
dated 282-250 B.c. and the decades immediately thereafter. Ап 
unguentarium found in it is identical to one from the Lipari 
necropolis. Bernabó-Brea, Meligunis-Lipára, pl. 207, 1, Tomb 
475. 
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is comparable to Webster's RD.?? "This is the point 
where non-ribbed joins ribbed (Webster). Тһе un- 
glazed unguentarium is a type dated in Gela to the first 
quarter of the third сепійгу, but seems early (Web- 
ster). “The oinochoai are degenerate NH and degen- 
erate dotted spray. Тһе burial dates 320-300 в.с. on 
the basis of the Gnathia ware. Since the sculpture was 
found beneath the pottery, it would appear that the 
naiskos had been destroyed by the time the tomb was 
plundered. Тһе arrangement of objects encountered 
by the excavators was probably created by whoever 
disturbed the cover of the chamber tomb. It would 
seem unlikely that part of a naiskos from another tomb 
would have found its way into this one and been de- 
posited under the ceramic material from this one. On 
this assumption the sculpture will also be dated 320- 
300 в.с. 


(24) 59-Chamber Tomb 1, Umbria 


Sculpture: 199-212 (113835, 113838, 113839, 113- 
/68, 113836, 113837, 113843, 113851, 113841, 113840, 
1138451, 113847, 113846) 

Architecture: Angle acroterion of palmette form, in- 
complete at the top (113849) ; fifty fragments of archi- 
tecture in limestone (113850). They are isolated and 
not rejoinable to the frieze or acroteria. А piece of 
cornice, fascia of ovoli and leaves of acanthus in relief 
(113852). Three Ionic bases in limestone (113853- 
855). Numerous fragments of architecture—of the door 
and roof of the tomb and elements of the naiskos that 
formed its base—in stuccoed sandstone (113878). 
This material has since been destroyed or lost. 

Recovery: * All the material numbered (1113768- 
113863) inclusive was found in the dromos of the tomb. 
This is all the sculpture and a large amount of Gnathia 
pottery. (113864-113878) was found in the tomb it- 
self and comprised sandstone blocks and other elements 
of the naiskos building as well as more pottery. The 
chamber measures 4.70 X 3.25 m; with the long axis 
oriented N-S. Тһе walls are 0.5 m thick. А funerary 
couch with elegant moldings occupied each of the nar- 
row ends of the chamber. The dromos which ap- 
proaches from the east 15 2.90 m long and 1.8 m wide 
with five steps. Тһе whole structure including the 
couches is made of local softstone (carparo). Nothing 
of great intrinsic value was reported. Тһе tomb was, 
thus, probably robbed in antiquity. Тһе diffusion оі 
pottery through all levels suggests that the area of the 
tomb underwent a leveling and fill. It is assumed, 
however, that the objects found in the tomb or dromos, 
with few exceptions, belong together in the original 
complex. 

Contextual Material: Bronze coins, badly oxidized 
(113770-771, 113860); small bronze coin found in 


39 Webster, “Apulian Gnathia," p. 28. Cf. Bernardini, Vast, 
pl. 19, 9. 

49 Orlandini, pp. 166-167, pl. 69, 2. 

41 Carter, p. 131. 
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clearing tomb after excavation (113876); fusiform un- 
guentaria (113772-773, 113787, 113870-871); mono- 
likne lamps (113789-790, 113793) ; skyphoi with some 
decoration. (113796, 113826-827, 113829); eighteen 
T-C rosettes originally gilded, probably decoration 
for a wooden coffin (113797) ; Gnathia plates (113815- 
818, 113828, 113877) ; olpe (113823); patera (113- 
824) ; stamnos (113825) ; four small fragments of an 
Аршап R-F crater (113830); truncated pyramidal 
weight in T-C (113831-832) ; circular weights, one 
with stamp representing Eros (113833-834, 113867- 
868); ovoid weight (113866); T-C antefixes with 
woman's head (113856-858); fragment of an antefix 
with palmette (113874) ; amphorae (113862, 113872) ; 
fragments of bronze thread and strips, belonging to a 
funeral crown (113861); hundreds of fragments of 
Gnathia ware, found on the level of the klinai (113864- 
113875); lower part of a T-C figurine of a seated 
female divinity (113873) ; fragment of an Attic R-F 
skyphos with the upper part of a male figure (113869). 
Date: Unfortunately, no use could be made of the 
coins for dating. Among the fragments of Gnathia 
vases from the dromos are several richly decorated 
plates. “They are ribbed, with a degenerate floral or 
zig-zag pattern, and belong with Late Gnathia. “This 
implies a date in the last quarter of the fourth or be- 
ginning of the third century.? Trendall believes 
firmly that the quality of the glaze and floral decoration 
places them in the first quarter of the third century. 
This type of plate is often found together with fusi- 
form unguentaria ** and, indeed, there are numerous 
examples of them from the dromos and the tomb. 
Similar unguentaria have been found in Sicily in con- 
texts which date them toward the middle of the third 
century. Тһе lamps, like the unguentaria, are hum- 
ble, but less useful, in this case, as a chronological 
gauge. Those found in the dromos with the sculpture 
are а third-century type, generally referred to as “Спі- 
dian," with fluked nozzle and small rimmed opening. 
It is difficult to be more precise about the date.“ Sev- 
eral small R-F sherds were also found in the tomb and 


42 Forti, pp. 63-64, figs. 3, 5, and Webster, “Apulian Gnathia,” 
pp. 3, 31 Я. Н. Thompson, “Two Centuries of Hellenistic 
Pottery,” Hesperia 3 (1934): pp. 400 ff., figs. 89-90 similar 
but very fragmentary material from the mid-third to the end of 
the second century B.c. 

43 Forti, p. 87. Forti, “Gli unguentari,” р. 151, pl. 7, has 
also constructed a typology for the unguentaria. Those from 
Chamber Tomb 1 are good examples of her type IV, which 
is dated generally to the third century B.C. 

44 Orlandini, p. 170, pl. 76, 1. Cf. also Meligunis-Lipára, p. 
247, pl. 207, 4. 

45 Тһеге are similar lamps in phase II at Gela (310-282 в.с.), 
Orlandini, p. 167, pl. 71, 2. Тһе Lipari necropolis offers 
another with a date in the middle two quarters of the third 
century, Bernabó-Brea, Meligunis-Lipara, pl. 207, 5. Other 
examples in Agora and Corinth have been dated more widely 
in the century. К. Howland, The Athenian Agora 4 (Prince- 
ton, 1958), between types 25, 29 A, and 32; and O. Broneer, 
Corinth 4, 2 (Cambridge, Мазз., 1939) : pp. 50, 145. 
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dromos. Four are Apulian and fourth-century in date; 
one (113869) is Attic and seems to be a poor example 
of late fifth-century Attic ware (Trendall). Тһе most 
reasonable explanation is that they were part of an 
earlier burial, but they may also have been heirlooms 
or could have been mixed with the other material when 
the dromos and tomb were filled. This would be the 
only evidence, then, of intrusion. 

With these exceptions the ceramic material found in 
the dromos and tomb forms a chronologically homogen- 
ous group belonging to a single burial. Nothing indi- 
cates a later burial. The date can hardly be later than 
the middle of the third century and, in view of the 
Gnathia plates, might well be about 275 в.с. (Ттеп- 
dall). It is unlikely that that the tomb antedates the 
burial by much. The tomb belongs to a type of cham- 
ber tomb, all of which contained similar ceramic ma- 
terial. Тһе form of the funeral couches, not surpris- 
ingly, has its closest parallels on Apulian vases (of the 
mid fourth century.*9) 

It is unlikely that the naiskos with its sculptural 
decoration postdates the last burial in the tomb and, 
therefore, the date of the pottery should serve as a 
terminus ante quem for the sculpture. Its terra cotta 
antefixes provide evidence that the burial and the 
naiskos are contemporary. “They have been dated in 
the late fourth or early third century вс“ Naiskos 
and burial are dated to the second quarter of the third 
century. 


(25) 59-Area Argentina (corner of Corso Italia) 
Sculpture: 4-6 (115240-115242) 
(26) 60-9 Ріетопіе 


Sculpture: 1 (117514) 

Architecture: Epistyle of naiskos in limestone (117- 
515); fragments of the architrave and wall with en- 
gaged column in sandstone (117516-517). 

Recovery: 'The cist grave contained a sarcophagus. 
Fragments of cover slab were found inside and out. 
АП the pottery, architecture, and sculpture were, how- 
ever, inside the sarcophagus. 

Contextual Material: R-F shallow skyphos (117505), 
Plate 72f; R-F lekanis (117506), Plate 72c; R-F leky- 
thos (117509), Plate 72e; R-F oinochoe (117504), 
Plate 72d; R-F skyphos (117507), Plate 72b. 

Date: Тһе lekanis lid is comparable to one found in 
Tomb 17, dated ca. 310 в.с., but the lines of the eye 
and mouth are unusually straight. It looks earlier 
than 310 в.с. (Trendall). The painter is possibly the 
Thrysus painter or from his circle.“ The skyphos is 


46 G. Richter, The Furniture of the Greeks, Etruscans, and 
Romans (London, 1966), p. 61, fig. 327. 

47 A very close parallel is BMTCC, no. 1366, p. 370, pl. 192, 
with lampadion hairstyle, unusual full face, ears, thick lips, 
and fleshy chin with grooves. Higgins dates this one before 
300 B.c. 

18 АР5, рр. 77 ff., pl. 40, 202. 
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surely by Ше Truro painter,“ who worked in Ше second 
half of the fourth century. Тһе squat lekythos 15 by 
the same hand.” The vases belong early in the second 
half of the fourth century в.с. (Webster). 

A date for the burial no later than 330 в.с. is clearly 
indicated. There is no evidence of another burial. 
Since all the sculpture and architecture was found in 
the tomb, it would be logical to conclude that it fell 
there when the naiskos building collapsed over it, and 
that the building and its sculpture were contempo- 
raneous with the only burial in the tomb. “This is one 
of the most precisely dateable tomb complexes. A large 
share of the pottery was painted by a single hand and 
the rest by related ones. 


(27) 60-Cistern, Toscana (at the corner of Via Um- 
bria) 


Sculpture: 8 (117914), 9 (117915) ; fragment in 
limestone of the leg of a draped figure (118080). 

Contextual Material: Ribbed, black-glazed plate 
(117912); T-C antefix with woman’s head (117923). 

Date: The material was found in a cistern which 
was probably not used for water but for storage—an 
underground silo. The antefix is similar to one desig- 
nated by Laviosa as a “classical” type.” She dates it to 
the fourth century. Тһе Gnathia plate with very poor 
white decoration is clearly from the third century, 
about 250 B.c. 

The single Gnathia plate and antefix are poor evi- 
dence for a date. It is possible that the antefix, the 
sculpture, and the pottery came each from a different 
context. They may have been tossed into the cistern 
in a general clearing of this area of the necropolis, and 
in that case probably came from nearby. The date of 
the latest dateable object will be postulated as a term- 
inus ante quem for them all. 


(28) 61-Well 1, Marche 
Sculpture: 131 (118819) 
(29) 61-17 Maturi (at the corner of Via Vaccarella) 


Sculpture: 121 (119137), fragment of relief with 
upper part of a leg (119138). 


(30) 61-18 Maturi (at the corner of Via Vaccarella) 


Sculpture: 422-423 (119143-119144), fragment of 
a metope, with flowing drapery, of female and leg оі a 
male (119146) ; part of a metope with two human feet 
(119162) ; angle of a metope without figures (119164) ; 
in marble, an approximately life-sized head of a boy 


with some traces of red paint on the hair, and a leg 
(119142, 119145), Plate 66d. 


49 APS, рр. 68 ff., pl. 37, 183. Cf. VIE, р. 181, pl. 48, 1, У. 
16. 

50 АР5,р. 71, pl. 37, 186. 

51 T aviosa, p. 239, рі. 73, 5. 
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Architecture: Simas with carved decorative moldings 
in limestone ( Plate 66a-c), limestone capital and column 
base (119160, 119161) ; acroterion in sandstone (119- 
166) ; fragment of cornice (119163). 

Contextual Material: Gnathia oinochoe (119175). 

Date: 'The oinochoe is a good example of the care- 
lessly painted Late Gnathia.” The glaze is poor and 
the simple line, bunch of grapes and tendril design is 
peeling off. 'This type is commonly found in the third 
century, but also in the late fourth. Considering the 
uncertainty in the date of the oinochoe and the Тас! 
that it is the only part of the burial deposit to survive, 
the burial will be dated with a terminus ante quem of 


250 в.с. 

(31) 62-2 Messapia 
Sculpture: 15 (121353) 

(32) 63-2B Icco (at the corner of Via Alfieri) 
Sculpture: 243 (122413) 


Recovery: Тһе cist grave was without its cover. АП 
the material was found in the earth and stone fill. 

Contextual Material: Fragment of a large Apulian 
R-F crater; base of Gnathia skyphos; R-F fragment 
(122414). 

Date: A single fragment of a R-F crater in the plain 
style, probably of the late fourth century, and the foot 
of a ribbed skyphos of the first half of the third cen- 
tury ? give a spread of perhaps a generation. It is 
possible that the R-F fragment may have entered the 
tomb after it was broken into, and it is equally possible 
that the Gnathia arrived in the same way. Іп either 
case, it is certain that the tomb was not used аНег the 
first half of the third century. А terminus ante quem 
of about 275 B.c. 1s postulated for the sculpture. 


(33) 64-2 Plateia (at the corner of Via Demosthenes) 


Sculpture: 340-341, (122850, 122849) 

Recovery: 'The cist grave was covered with two 
slabs. 'The sculpture was found outside, to the north 
and near the cover. 

Contextual Material: Red bombylios (122845); 
Gnathia oinochoe (122846) ; black-glazed shallow sky- 
phos. 

Date: 'The large unglazed bombylios has a parallel 
in Gela which must be dated to the first quarter of the 
third century в.с.5* The oinochoe is a good example of 
Late Gnathia. The shallow skyphos would fit in with a 
date in the first half of the third century.? It would 
appear that the naiskos collapsed on the tomb over 
which it stood. Since this was undisturbed inside and 
contained a group of pottery of similar date, the sculp- 


52 Cf. Forti, pl. 15 b (Tomb 5, Via Toscana, Taranto). 

53 Cf. Bernardini, рі. 19, 12. 

54 Orlandini, р. 154, pl. 56, 1. 

55 Cf. Forti, pl. 16, a, but also pl. 14, b, which is fourth 
century. This type of vase has a long popularity. 
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ture will be dated with the burial in the first quarter of 
the third century. 


(34) 64-1 Marche 
Sculpture: 377 (123123) 


Recovery: Тһе cist grave had a cover, which was 
broken at one end. АП the material was found inside. 

Contextual Material: Black-glazed oinochoe (123- 
151); shallow skyphos, (123149) ; and pourer. Six 
Т-С figurines (123124-129). 

Date: Тһе black-glazed pottery 1s comparable to Ша! 
found in Tomb 33 and is therefore datable to Ше first 
half of the third century. Аз to the figurines, Langlotz 
dates this type to the second half of the second century 
B.c."# “Thompson dates a head similar to these, found 
in the Agora, to the early second century.” If the fig- 
urines are taken as a terminus ante quem for the sculp- 
ture, then it would be possible for this relief to date a 
half century after any of the other reliefs from a 
naiskos. It will be assumed, therefore, that the naiskos 
was associated with a burial dated by the black-glazed 
ware. It would seem likely that the naiskos was still 
standing when the tomb was re-used in the second 
century. 


(35) 66-3 Romagna (at the corner of Via Samnio) 


Sculpture: 222-225 (Inv. not available) 
Architecture: Column base (126316), Plate 42d; 
fragments of entablature in limestone; a capital whose 


56 І anglotz, p. 93, pl. 142, b. 

57D. B. Thompson, “Three Centuries of Hellenistic Terra- 
cottas, Part IV,” Hesperia 32 (1963): pp. 312-313, pl. 83, 20. 
Cf. also the heads of hierodouloi from Troy, Thompson, Troy, 
pp. 94 ff. She dates them to the second century B.c. 

58 Cf. a tomb in Contrada Corvisea which has а ribbed 
Gnathia oinochoe, fusiform unguentaria, gilded T-C rosettes, 
and T-C figurines, one with a melon hairstyle, not altogether 
dissimilar to those from this tomb, though perhaps earlier. 
Compare especially the Nikai. There is evidence of only one 
burial. Perhaps the dates of the T-C from this tomb ought to 
be raised, at least some. To lower the date of the ribbed Gnathia 
is more difficult. Cf. Drago, pp. 333 ff. 
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echinus is formed by two superimposed Lesbian cymas 
and whose abacus is decorated with rosettes. 

Recovery: The cist tomb was cut out of rock and 
covered with two slabs in sandstone, one of which was 
broken, probably in ancient times. The tomb was full 
of earth and stone. The skeleton was scattered. On 
the floor in the four corners were four holes for a 
wooden sarcophagus. 

Contextual Material: 
cover. 

Date: The lekanis lid should be dated to the period 
335-310 в.с. It is perhaps by the same hand as that of 
Tomb 4, though of inferior quality. The mirror cover 
belongs in the fourth century.”” A date near 330 в.с. 
is indicated for the sculpture and architecture. 


(36) 69-de Carolis 


Sculpture: 302-305 (Inv. not available) 

Contextual Material: Black-glaze shallow skyphos; 
small black-glazed pyxis stamnos without lid. 

Date: The ceramic evidence is poor. Shallow sky- 
phoi of the type found here appear in tombs of the late 
fourth century, and continue to be used well into the 
third.” In the Lipari necropolis, they are dated in the 
last quarter of the fourth century and the first quarter 
of the third." The small pyxis-stamnos is similar to 
one found in the necropolis of Assoro (Sicily). The 
burial should have been about 300 в.с., with a margin 
of perhaps a quarter century on either side. 

Assuming that the sculpture belonged to a naiskos 
above the tomb, it should also be dated 300 в.с. with a 
quarter-century margin. 


R-F lekanis; bronze mirror 


59 A very similar bronze mirror cover in the Boston Museum 
of Fine Arts has been dated to the fourth century B.c. and is 
said to come from а Tarentine factory, С. С. Vermeule, 
Greek, Etruscan and Roman Art; The Classical Collection 
(2nd ed., Boston, 1963), p. 153, fig. 133. 

60 See no. 55 supra. 

61 Meligunis-Lipára, р. 230, pl. 132, 2 (Tomb 292); p. 235. 
pl. 131, 2 (Tomb 96). 

62 J, P. Morel, *Assoro," №5с (1966), рр. 255 ff., fig. 43 Е. 
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SUBJECT INDEX 


The identification of sculptures listed after interrogation points is not secure. References are to catalog num- 
bers. In transliterating Greek names the conventions employed by H. J. Rose; 4 Handbook of Greek Mythology 
(6th ed, London, 1964) have been closely followed. 


Achilles, 306 ; ? 321 

Actor, ? 113 

Agave, ? 113 

Alexander, 202, ? 221 

Amazon, 8, 10, 12, 39, 44, 45, 47, 50, 51, 
53, 55, 56, 57, 88, 92, 94, 95, 96, 244, 246, 
248, 308, 309, 346—348, 357, 358, 359, 362, 
378, 398, 399, 406, 416, 417, 421, 436- 
437; ? 36, 52, 70, 91, 170, 175, 197, 216, 
235, 321, 353, 360, 361, 403, 415, 418, 
419, 432 

Ambush of Troilos, 306; ? 321 

Amykos, ? 258 

Antigone, 115 

Apollo, ? 29, 139 

Агітазроі, 232 

Astragalistes (knucklebone-player), ? 49 

Athena, ? 189 

Attic funeral objects, 43, 49, 84, 121, 125, 
126, 131, 132, 133, 136, 171 


Barbarian, long dress, 165, 166, 173, 232, 
233, 234, 349, 350, 351, 354, 355, 370, 
372, 411; ? 220, 287, 352 

Barbarian, Italic, ? 88, 203 

Black (hunter), ? 335 

Boreas, ? 73 

Boxers, 258 


Centaur, 58, 97, 266 
Centauress, ? 26 


Danaid, 31; ? 172, 174, 250, 251, 302, 
304 

Dionysos, ? 16, 139 

Dioskouroi, 60; ? 226, 253, 255, 258 

Drama, scene, 107, 114, 115, 123; ? 113, 
124, 143 


Elektra, 114; ? 107, 123 
Elysion, ? 2, 75, 76, 414 
“Ephedrismos”, 289 
Eros, ? 179, 265 

Eros, sleeping, ? 85 


Funeral banquet, 158; ? 159, 163 


Ganymedes, 177, 198, 326; ? 265 
Gryphomachy, 232 


Hades, 1, 31, 289; ? 33, 149, 157 

Hekate, ? 127 

Herakles, 31, 34, 88, 130, 343; ? 16, 164, 
313, 328 

Hermes, 31, 161; ? 149, 162, 303 

Hero, 74, 228, 307, 310, 315-319, 329 

Heroized decreased, ? 43, 158, 159, 163, 
171 

Horse, 39, 47, 55, 167, 183, 184, 185, 201, 
202, 204, 205, 211, 214, 306, 323, 324, 
325, 407, 423 


Hunter, 263, 264, 330, 335, 342, 349, 351; 
? 332, 337, 340-341, 344, 345 
Hyperborean Maidens, 222; ? 229, 230, 
431 | 
Hypnos and Thanatos, 143; ? 328 


Iakchos, ? 43, 171 


Каззапдга, 168, 431; ? 25, 104, 170, 433 
Кег, ? 313, 328 
Кегһегов, 31, 34, 127, 130 


Leukippids, 60; ? 229, 253, 255, 433 
Leukippos, ? 61 


Maenad, 67, 98, 223, 227, 236, 241, 252, 
274, 275, 276, 277, 279, 280, 281, 282, 
283, 364, 382, 383, 384, 385, 386, 387, 
389, 391, 392, 393, 394, 395, 396, 397, 
400, 401, 429, 430, 441, 442; ? 4, 37, 99, 
100, 101, 102, 103, 104, 224, 229, 230, 
240, 277, 288, 385, 403, 439 

Maenad, Dancing, 269-271, 281, 422; ? 37, 
175, 240, 424 

Maenad, Drunken, 48, 409, 441 

Maenad, in long chiton, ? 65-66, 68, 69, 
231, 249, 286, 290-300, 305, 363, 365, 
366, 367, 368, 369, 371, 373, 374, 375, 
376, 377, 379, 380, 381, 410, 425, 426, 
427, 428, 435 

Mother and child, 43, 171 

Mourner, 133, 134, 136 


Nereids on hippocamps, 40, 41, 42, 77, 
78, 79, 80, 81, 82, 208 

Nike, ? 19, 35, 85, 197, 238, 239, 240 

Niobe, ? 63, 71, 104, 136, 356 

Niobids, ? 4, 20, 21, 25, 38, 52, 63, 64, 
93, 104, 105, 170, 290—300, 305, 356, 
380-381, 408 


Odysseus's crew, 28, 331 

Offerant with vase, 172, 250, 251, 302, 304 
Offerant with bird, 438 

Oidipous, 115 

Omphale, ? 16 

Orestes, 114; ? 107, 121, 123, 124 

Orion, 222; ? 226 


Peleus, 30 

Pentheus, ? 113 

Persephone, 1, 31, 289; ? 32, 43, 54, 83, 
127, 171, 289 

Persephone's playmates, 289; ? 3, 4, 105, 
290—300, 305, 380—381 

Persian, 165, 166; ? 202 
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Polydeukes, ? 258 
Priam, ? 27, 138 


Rape: Ganymedes, 177, 198, 326; ? 265, 

Hyperborean Maidens, 222; ? 229, 230, 
431 

Kassandra, 168, 431; ? 25, 104, 170, 433 
Leukippids, 60-62; ? 229, 253, 255, 433 
Persephone, 1, 289; ? 167, 323 
Thalia, 13, 176, 237, 243; ? 170 
Thetis, 30 

Rocky landscape with figures, 75, 76, 
124, 160, 414 


Sarpedon (body), 143; ? 328 

Satyr, 194, 262, 272, 276, 279, 281, 284, 
388, 390 

Satyra, ? 16 

Seated figures (оп  benches, chairs, 
thrones), 2, 7, 31, 32, 33, 54, 83, 125, 157 

Skylla, 28, 191, 209-210, 215, 331; ? 16 

Slavegirl, 49, 126 


Thalia, 13, 176, 237, 243; ? 170 

Thantos, 143; ? 179, 328 

Thetis, 30 

Tombside scene: ephebe, 107; ? 121, 122, 
124, 131, 132; female offerant standing, 
107 ?, 108, 109-110, 111-112, 116, 117, 
118, 119, 120, 128, 129, 135, 137, 438, 
440; male, draped, ? 144, 145, 146, 148, 
150, 151, 152, 153, 154 

Triton, ? 106 

Tritoness, ? 26 

Troilos, 306; ? 321 


Underworld, 31, 34, 127, 130 ?, 160, 313 


Warrior, 14, 15, 17, 22, 23, 24, 36, 44, 45, 
50, 56, 59, 88, 89, 90, 91, 92, 94, 95, 156, 
181, 182, 183, 184, 185, 186, 188, 189, 
190, 192, 193, 199-204, 207, 212, 213, 
218, 221, 235, 245, 256, 257, 267, 268, 
273, 309-312, 315—322, 333, 334, 338, 
378, 398, 404, 405, 407, 408, 409, 411, 
416, 417, 418, 412, 413, 420, 421, 434, 
? 9, 20, 36, 109 

Warrior, Celtic, ? 36 

Warrior, cuirassed, 156, 184, 185, 202, 
204, 221, 245, 257, 407, 417, 420, cf. 78, 
80, 107 

Warrior, Greek (vs. Amazon), 44, 45, 
50, 92, 94, 95, 235, 245, 308, 309, 378, 
398, 404, 405, 416, 418, 421; ? 91 

Warrior, Samnite, ? 413 


Zeus, ? 149 
Zeus (in eagle-form), 13, 176, 177, 198, 
237, 243, 265, 326 





GROUP А, са. 330 в.с., 1, Н 36 


РГАТЕ 1 


125 


а. 1, Н 36 


9 
rà 
© 
e 
сё 
5 
5 
В. 
Au 
- 
о 
ра 
© 


PLATE 2 





325-280 в.с. 


330 в.с.; d, GROUP В, 


3 
< 
ру 
5 
ር) 
ሯ 
w 
ы 
5 
2 
ጩ 
፦ 
< 
а 
Aa, 


c. 4, H 13.5 








а. 8, Н 175 





PLATE 4: GROUP В, 325-280 в.с. 
128 





а, 13, Н 18.6 





а. 16, Н 20 





E 15 НО e. 17, H 112 
PLATE 5: GROUP B, 325-280 в.с. 
129 





Н 12.1 


20, 


а. 





1, H 8 


2 


є. 


GROUPC 


PLATE 6 


130 





а. 24, Н 13.5 





с; x, 1.19 
PLATE 7: GROUP С 
131 





132 


а 


GROUP С, 28, Н 18.5 


РІАТЕ 8 





а. 30, Н 13.8 





р, 00; 2131.3 





с. 30, Н 20.5 


PLATE 9: GROUP D, 325-280 в.с. 


133 


WR. | ў? ak 0 W y'a A E rr 
й a ۾ و‎ - Vea ni ኣዲ. Aft) А. а АЕ 
» | 4 
«уй ЗУ. ча 
АС “ы. 1% У 
Р ; том а” 
k salir t bom gag Ae 
- та 


“2 Agit oai за, лач ыа аа, ВАДЯ 
MAE w fi v. 1 е fi 
а Ј ፄ =. 4 ; 


1% 2 
IL ሞዮ a 1 аб цев (ФК የ የ ቦ! 1 1. ብህ 
с c пікова o APP Жовч ena n rs nn CM жы бы стараны уа б. г брус “ሠ l 


У 7 «Ка ‚ x ча 


т. 


“.4 E gy ፪ ж! ` 
5 i Cue (SS 4 


Pu ያ 


| іХ : E 
| | ኒ ” 





PLATE 10: GROUP D, 325-280 в.с. 
134 





e 

с 
сл 
-- 
-- 
N 
сл 
сл 





5% 39. Н 20.5 





а. 40, Н 12.4 е. 43, Н 2 
PLATE 11: GROUP D, 325-280 в.с. 
135 





а. 48. H 8.7 





D. 90, H 18 





c. 54, H 162 d. 56, H 26.5 
PLATE 12: GROUP D, 325-280 в.с. 


136 


“- 


/ 0 ላ таз Ca ^ ` ч 
Ja WAN аса, Y ФА “ы 7 ах Ж 
^ 2 


E NAN г. е AAA N 
Y a, " ES a 


TI 
`Q е 

Y 
^ 





57, H 107 





c. 60, H 43 d. 70, H 8 
PLATE 13: GROUP D, 325-280 в.с. 


137 


b. 76, Н 15.3 
PLATE 14: GROUP Е, са. 325 в.с. 


138 





чт е ЕЛІ | ko 
аа дай мед М а a иы ከክ 
женена ТЕРІ У 





PLATE 15: GROUP Е, са. 325 в.с. 


139 


و ت 
gonna‏ 


ТЕГ Т. 


m. t 

| "Б ў ы, Tut 

M "ow 

- А “a m ў. 
en | 





c. 89, Н 18.5 








b. 88 
PLATE 16: GROUP E, ca. 325 в.с. 


140 





а. 106, Н 12,5 
PLATE 17: GROUP Е, са. 325 в.с. 


141 





b. 101, Н 18 





а. 104, Н 35 





с. 105, Н 18.2 


PLATE 18: GROUP Е, са. 325 в.с. 
142 


eons Sf үз kk Nes 
OAS с 


ж е” 
ሚፈ САҒА 


A. 
e 
ж 

і 
ё 


ወን...) 





9 


58 


Н 


а. 107, 








b. 107 


C 


GROUP F, 320-300 в. 


PLATE 19 


143 





110, Н 24,4 


b. 


Э 


108, Н 20. 


а. 


“ኢታ 


» 


^ 


Ты; 


| ты 4 
раш жы * 


е. 





ы 


ZW ተው 


, H 10 


d. 119 


113, H 25 


C. 


GROUP Е, 320-300 в.с. 


PLATE 20 


144 








LO, 


121, H. 13. 


a. 


8 


2 


Н 


1 





22 





4. 136, Н 9.3 


с. 131, Н 14.8 


GROUP Е, 320-300 в.с. 


е 
е 


PLATE 21 


145 





а. 137, Н 19.5 





142, Н 16.5 


C. 





GROUP Е, 320-300 в.с. 


ж 
Ф 


PLATE 22 


146 








29 


144, Н 2 


b. 


) 
( 


143, Н 4 


(1. 


KE 


v 
га 


за 


ው. 


“4 





Я 


а. 147, Н 13 





Е, 320-300 в.с.; 0-4, GROUP С, са. 290 в.с. 


РГАТЕ 23: а, СКОСР 


147 





а. 148, Н 13 





б. 149, Н 20 





с. 157, Н 20 





а. 158, Н 26.5 


PLATE 24: GROUP С, ca. 290 в.с. 


148 


160, Н 31 


с. 161, Н 43 а. 164, Н 17 
PLATE 25: GROUP H 
149 








GROUP Н, 161, Н 43 


. 
ж 


PLATE 26 


150 





а. 166, Н 7.2 





p а E 


ж 


4 Е - Е 
- D 
: 
; қ 
і таа | 
Р 4 


є 





c. 169, Н 35 а. 170, Н 15 
PLATE 27: a, GROUP Н; р-а, GROUP I 


151 





с. 172 


20 


а. 175, Н 


: GROUP I 


PLATE 28 


152 





181, Н 27 


б. 








„21 225 





4. 181 


: а GROUP І; b-d, GROUP J 


PLATE 29 


153 


СЕН Ӯ8І `4 





0$ чту та 


59፪ Н $81 





“n 





154 





м. я 
и . ў > - ም ኝ о 
^ FA 279 ае ድ. ” к РА 


ў ኒያ жел ги 
ПО СОР. о ЕТО: IP gne „ХА e n 


а. 188, Н 33 








b. 190, Н 20 





с. 194, Н 16 


РГАТЕ 31: СКОСР | 


155 





а. 199, Н 43 





b. 201, Н 32 


PLATE 32: GROUP К, 295-255 в.с. 


156 


SONOS Деу. 


PLATE 33: GROUP К, 295-255 в.с., 202, Н 51.5 








0.203, Н 392 


200, Н 43 


а. 


PLATE 34: GROUP К, 295-255 B.C. 


158 


27 


204, Н 


а. 


207, Н 11.7 


C. 


5. Н 16 


0 


2 


b. 


9 
= 
17) 
Y» 
N 
ህን 
ፎእ 
N 
ኢራ 
A, 
- 
ርጋ 
ра 
(ጋ 


PLATE 35: 








а. 207 b. 203 





PLATE 36: GROUP К, 295-255 B.C. 


160 





а. 209, Н 13.9 





b. 210, Н 20 





PLATE 37: GROUP К, 295-255 B.C. 
161 





а. 208, Н 14.5 





D. £11, H7 





го 
ص‎ 
N 


EE 





а. 216, Н 7.8 





DI A TE 20. СООСҰТТТ K DJOK BEE ሔራ 





а. 213, Н 61 





b. 


GROUP К, 295-255 B.C. 


PLATE 39 


163 


зи ua E аа 





а. 222, Н 15 





PLATE 40: GROUP І, 330-275 в.с. 


164 


9 
mi 
гә 
N 
© 
сэ 
со 
E 
ይ. 
- 
ርጋ 
ра 
L 


PLATE 41 





“Жж. 


N ар 
У 


ца” 


а. 








223, Н 8 


PLATE 42: GROUP І, 330-275 в.с. 
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PLATE 59: GROUP К, 310-280 в.с. 
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а. 381, Н 15 





с. 362, Fi 15 


PLATE 60: а-0, GROUP К, 310-280 в.с.; c, GROUP 5, 300-280 в.с. 
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b. 404, Н 35 
(1. 399. Н 18.1 





с. 406, Н 35 а. 405, Н 21 
PLATE 61: a, GROUP S, 310-280 в.с.; 6-4, GROUP T, ca. 280 в.с. 
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PLATE 62: GROUP T, ca. 280 B.c. 
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b. 409, Н 39.5 








с. 410, Н 46.8 d. 411, Н 40.2 
PLATE 63: GROUP Т, ca. 280 в.с. 
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b. Tomb 30, Н 7.5 





а. Tomb 30, Н 7.5 





с. Tomb 30, Н 7.5 а. Тотһ 30, Н 25.5 
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а. 424, Н 24.5 





с. 431, Н 15.5 





а. 434, Н 37 


PLATE 67: GROUP 0, Before 250 в.с. 
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GROUP U, Before 250 в.с. 
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а. Тоті 4, Inv. 100484 





c. Tomb 4, Inv. 100485 





. Tomb 4, Inv. 100479 





d. Tomb 4, Inv. missing 





е. Tomb 14, Inv. 106256-257 





h. Tomb 15, Inv. 110057 


f. Tomb 15, Inv. 110067 g. Tomb 15, Inv. 110066 
PLATE 71 
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а. Tomb 19, Inv. 110424-425 





d. 'Tomb 26, Inv. 117504 





e. Tomb 26, Inv. 117509 f. Tomb 26, Inv. 117505 
PLATE 72 
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ЕККАТА 


Page 19, passim: Used as an adjective, “terra-cotta” should have 
a hyphen. 


Page 20, passim: “Centaur,” “Maenad,” “Satyr,” and “Silen” 
should be capitalized always. 


Page 64, note 30, add: "Cf. Carter, Atti 9 Convegno, pp. 142 ff. 


Page 75, note 42, read: "Are two Leukippids seeking protection 
from the Dioskouroi by embracing xoana of Artemis? 
Cf. an Apulian amphora in Ruvo, Sichtermann, pl. 61. 
In (222) only one male... .” 


Page 76, note 42 (cont.), read: “Не may appear in the Odyssey 
landscape painting from the Esquiline (though Zancani- 
Montuoro has shown that the identifying club was not 
part of the original composition), Blanckenhagen, pl. 51, 
ри 130, 435-96. ...” 


Page 88, note 54, read: “ ‘prospective’ as well as ‘retrospective.’ 
Cf. Panofsky, pp. 20 ff." 
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